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Mpoénoyos

Ma tous Nafiétepous Kai Tous cUVopNnAIKous Baupaactés Tou, yid Tous ouvoSoInGpouUs Kal TOUS OHOIGEATES Tou, N avadpopIKA
ékBeon tou Kupidkou Katloupdkn Ba gival n npénouca avakAnon s pvAapns ous Ntuxés pias noAudidotatns Snpioupyias. Xe
60o0uUs GUws and Tous VeOTEPOUS Gev éxouv €oikelwBel e To eIkaoTko 1I8iwpa Twv €pywv Tou, eipal BERalos nws Ba anokafu-
we1 tn PabButepn onpacia nou éxel n ohpavon noAAdy and us 6xi Naviote aioéntés nigupés tns péxouaas KabnpepIvotntas.
Avapépopail evOEIKTKA otn Pvnpegiwon ts avBpdmivns yop@ns Kal otn oxéon tns pe to nepifdniov, otous noAdniokous
Unxaviopous, cUugwva e Tous onoious evanidooovtal taxUtata ol Npiopaukés OYels ts Piwpévns Npaydaukémtas, oty
adiépatn BAfwn rou tuAfyel, oav-kataxvid, Ta ouyuidtuna evés kaBdAou NpwikoU KOopPOoU. ©a Tous ENTPEWel akdpa va ava-
kaAUyouv tov ecwtepIko eippd o onofos dianepvd tnv epPéneia ts npdonyNns Kal CUVEXE! Ty MIEcTKA avdykn tou {wypdgou
va kataypdyel ta eneioddia nou cuvapBpdvouy, oav adidonaactn evotnta, Us NNYES twv ePNVeEUoE@V tou. lows, pafiota, Kal
va Siakpivouy nds unepaacniletal Kaveis CAPEPT YaXNTKG TNV NIGTn ToU otnv KOIVWVIKN arnootofin ts kadfexvikns npo-
opopds. Mia kaBapd 1beofoyikdv npolnobécewy Npd&n anokAelioukd atopikis eudavns.

Onws éxel ndn enionuavBsl, dddwote, o Katloupdkns epebilel tnv nepiépyeia s euaiobnoias, Eunvavtas to eviiapépov
yia oudnnote kal ocodhnote Tangivd N QAIVOUEVIKG aohavio Pnopel va cupBaiver piyipw pas: yia Tous avBpdnous Kal
ndon tous, T GUON Kal US YETAPOPPDOEIS TNs, TS tafavieudueves agies twv npaypdrwy, 6nes us petaty twv ouviefeotdy s
{wns aueoes N éupeoes cupnoels. Tnv pebidel, eminnéoy, yia tn Siapkh tou avikavoriointn avadhton. Mia enitakuknh, Oa
éneya, avdykn s ocuveibnons va Siakpivel kai va anotwndaoel tnv afnbeia dowv Piwpdtwy ty éxouv oppayioel, £€0tw Kal
av v KaAUMTouv ol EMNICTPMOEIS TOU EPAIEPOU UE TS KATd KalpoUs SIapopetkEs Tou ekupnoels. Asv apiBaniw kabénou,
wotdoo, 6u Tov unoylaouévo Beath tns ekBEéosws Ba payvntiosl Kupiws N NBeANPEvN aviPauKOTNTA TWV EKPPACTKDY KATa-
BoAdv tou kadAigxvn, av 6xi n epeatkd unodnAwpévn avayvdpion Twy oPelINy Tou Ot éva KoIvé Tapeio NVEUIAUKAS Kal
ouyKIvnolakns epneipfas. Motelw, dnAadn, nws Ba tov cuvendpouy o1 EUBIAKPITES AVaPOPES NOU AVIXVEUOVTAI OUS UMAIVIKUKES
oNWodNMNOTE EKTOVMOEIS TwV KATaBEoEmV Tou, €fte Napanéunovias oto napeABév s {wypaikns Txvns ite avtidvias and ta
816aypata tou Kivnpatoypdeou kal v napaddocn s gwtoypagias. Tn Sokipacia s ékgpaons, v aywvia ms pandov, dev
™ xpwpatiel, evioutols, kdnola vootadyia yia ta nepacpéva. MNati ta €pya tou, kabds pas napanéunouy eubéws otn ouvexn
avunapdbeon tns AUTOYVWoias e Ta onpepIva npofAnuata tou avBpdou, Tou X@POoU Kal Tou XpOvou nou pas nepifandel,
agunvilouv unodopla kail tn ouvaiodnon s euBdvns pas anévavt ous aBEPales MPOONUKES evOs oKOTEIVOU peAfovtos.

And ta napandvw rnpénel va €yive Katavonto 6T 0 OUCIAoUKOTEPOS fows AGYOs yia tnv opyavwtukn Sikafwon s ekBEoews
€xel va KAVEI PE v egyixwon Kai t dévnon s dnpioupyias tou Katoupdkn and éva ondvio unédeiypa {wypagikol ABous.
O1 eMIoKENTES s ékBecsws Ba KAtavonoouv Kail Tous AGYOUs yIa Tous orofous, KAEVovTas to oUVIopo autd onpeiwpa, alodd-
VOUQI TNV UNOXpEwon va euxapiothow and kapdids 6Aous 6oous CuveTEAEcaV otnv Npaydatornoinon s kai oty ékdoon
tou Kataidyou tns: tov Mavo Ltepavién eidikdtepa, tov MNdpyo Mpnyopiddn Eexwpiotd, tov Kwvotavtivo MNanaxpnaotou Kal
TOUS ouvepyates tou Mouogiou Mnevakn, npwtiotws dpws tov {610 1o {wypado rnou pas uud.

Ayyefos AsAnBoppids



Prologue

For his older fans and those the same age as him, for his fellow travellers and the likeminded, Kyriakos Katzourakis's retro-
spective exhibition will be the most fitting recollection of the aspects of a multifaceted creation. To those, however, among
the younger ones who are not familiar with his works’ artistic language, | am certain it will reveal the deeper significane of
the indication of many of the not always perceptible aspects of today’s daily life. To name but a few, the monumentalization
of the human form and its relationship with the environment, the compléx mechanisms according to which the prismatic
aspects of the experienced reality alternate rapidly, the imperceptible sadness that shrouds the snapshots of a world that is
not in the least bit heroic. Moreover, it will allow them to discover the inner train of thought that penetrates the range of
reception and holds together the artist’s pressing need to record the episodes that help bring together his inspiration sources
into an unbreakable whole. In addition, they may also discern how one today actively defends his faith in the artistic creation’s
social mission. An act that is clearly dependent on ideological stipulations of an exclusively personal responsibility.

It has already been mentioned, after all, that Katzourakis arouses the curiosity of sensitivity, awakening an interest for
everything that might be happening around us, no matter how humble or ostensibly unimportant: people and their pas-
sions, nature and its transformations, the fluctuating value of things, all direct or indirect coincidences permeating ourlives.
Moreover, he arouses it for his constant insatiable quest. | would say it is the conscience’s imperative need to discern and
to record the truth of all those experiences that have sealed it, even though they may be concealed by the layers of the
transient, with its occasionally varying estimations. | don't doubt for a second, however, that the knowledgeable viewer
of the exhibition will be mesmerized mainly by the deliberate contradictions of the artist’s expressive roots, if not by the
emphatically implied recognition of his debt towards a joint spiritual and emotional experience register. | believe, in other
words, that the viewer will be fascinated by the obvious references detected in his definitely suggestive testimonials, either
referring to the past of the art of painting, or drawing from the teachings of the cinema and the photography traditions.
The ordeal of expression, or, more aptly, its anguish, nevertheless, is not tinted by a nostalgia for the past. Because his
works, as they directly point us towards the constant contradiction between self-knowledge and the current problems of
man, space and the time that surrounds us, also subcutaneously awaken our sense of obligation towards the uncertain
prospects of a bleak future.

It must have become clear from the above that probably the most important reason that justifies the organization of
this exhibition has to do with the encouragement of Katzourakis’s creation by a rare example of artistic ethos. The visitors
to the exhibition will also comprehend the reasons for which, closing this brief note, | feel obliged to thank by heart all
those who contributed to its realization, as well as to the publication of its catalogue: Manos Stefanidis, especially; George
Grigoriadis, individually; Constantine Papachristou and the associates of the Benaki Museum; first and foremost, though,
the artist himself, for doing us the honour.

Angelos Delivorrias
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Xaipetuiopds otov kannitéxvn

H Siapuiagn tns eikaocukhs KANpovopids otn xdpa pas, n avadei§n kai n napouciacn s gival o otdxos s INMivakodAakns
Fpnyopiadn. BéRaia éia ta pouoeia givar avoixtd otous véous. Epeis npoxwpdpe nepioodtepo: MNapotpuvoupe kar wBoulpe
10 veavikd kovo va eniokePtel v MivakoBikn. O1 eniokéyels oxofeiwy, ta epyactipia nou kaBs popd Slopyavmvovtat yi’
QUTES TS ENIOKEYEIS, oI Eevaynaoels, ta eikaotkd pabnuata, Siagop@dvouy To 181aitepo otypa pas.

Aev gival Tuxaio 6T 0 XMPOs NMou eNIAEXTNKE yia va oteyaotel Bpioketal oto Ao HpakAgiou Atukis, tnv autodioiknon tou
ornofou unnpetoUpe yia dekaeties. Katd t yvdun pas énpene va dnpioupynBei évas anokevipwpevos Xxdpos noAiuopoy, o
onofos dev Ba e€oIkeIMVEl PE TNV TéXVN POVO Tous BNPOTes tns neploxis. NidBoupe 6u kepdifoupe to otoixnpua étav eiAdTtexvol
and 6fn v ABnva eniokéntovtal tnv MivakoBnkn.

‘Evoi Snpioupynoape évav {wvtavé ekBeoiakd xdpo. Ma euds 1o pouoeio Sev ival cuvdvupo tou paucwieiou. Avuiapfa-
vopaaote v MivakoBikn ws évav x@po otov onofo gilogeveitar pia nAnBdpa ané dpactnpidtntes, 6nws Sianégels, npofonés
Tavidv, Kovioépta kal ountioels. MpoonaboUpe va ouvbéooupe, KOs popd, tnv Tpéxouca €kBeon nou @io&evoupe PE us
KOIVQOVIKES aPOPES nou tn yévvnoav. H téxvn anotelel ndvia éva koivwvikd yeyovds kai autd avadelkvioupe. Xpelaldpaote
pia mvakoBhAKn avoixth oto koivd, nou va anotedel tn Baon pias eupUtepns cuditnons avapeoa otov KadAIéxvn, To Koo
Kal v Kolvewvia. Agv 10 KpUBOUE: pas evilapépel pia T€xvn Mou aywvid yia tn poipa autou tou ténou, nou cuvdéetal Gueoa
L€ TOUS AyVES NS KOIVwvias.

To épyo tou Kupidkou Katloupdkn gival tétoio: and ta onoudactukd xpdvia pénos s «Opddas Téxvns A'», 16puTKO
pénos tns opddas «5 NéolI'EAAnves Peafiotésy» tv nepiodo s Siktatopias kai otn ouvéxela tns Eupwnaikhs Evwons Kaf-
Artexvaov EUROPA 24. To €pyo tou €ival ndvia Sspévo pe tnv koivawvia kal xapaktnpietal and v kprukn paud tou. Autn
n kprukh Béaon eival ppavis, éxi pévo otnv elkactikn tou dnuioupyia, adAd kal oe 6Aa ta nedia kKaAAIEXVIKAS EKPPAcns
ota onoia guniéketal, 6nws oto ©£atpo, n Mouaikn, th Zknvoypagia, th dwrtoypagia kal ov Kivnpatoypdgo, Kai gival
tedikd noArukn npdén. -Kabe kadAtexvikn dnuioupyia 6ev unopel napd va eivar nodrukn npd&n, afficds dev avuotoixel
oty avBpdnivn euon.

Efuaote unepnigavol nou cuppeExoupe otn Slopydvwon ts avadpopikns ékBeons tou Kupidkou Kat{oupdkn, tns onoias
éva noAUupo pépos iflogevolpe otous xpous s MivakoBhnkns tautdxpova pe 1o epufAnpatkd Mouoegio Mnevakn.

MNopyos Mpnyopiadns



Saluting the artist

The aim of the Grigoriadis Gallery is to safeguard our country’s artistic heritage, as well as to promote and present it. All
museums, of course, are open to young people; however, we take it one step further: We urge and encourage the younger
audience to visit the Gallery. School visits, the workshops organized each time for these occasions, the tours, the art lessons,
they all help us shape our individual character.

It is not a coincidence that the space chosen for the Gallery is located in the Municipality of Heraklion, Attica, under whose
bylaws we have been operating for decades. In our opinion, it was imperative that a cultural zone be created away from
the centre; its aim should be to familiarize everyone with art and not just the area’s residents. We feel we have achieved
our goal, since the Gallery is visited by art lovers from all over Athens.

Thus we created a live exhibition space. To us, a museum is not a synonym for mausoleum. We regard the Gallery as an
area which hosts a plethora of activities, such as lectures, film screenings, concerts and discussions. We try each time to link
the current exhibition with the social occasions that triggered it. Art is always a social event and it this that we emphasize.
We need a gallery that is open to the public, one that will constitute the base of a more general discussion between the
artist, the audience and society. We don't hide the fact that we are interested in an art that agonizes over the fate of this
land, which is directly connected with the struggles of society.

Kyriakos Katzourakis’s work fits this profile: a member of “Omada Technis A” since his student years, a founding member
of the team “Five New Greek Realists” during the Junta and later of the European Artists’ Group “EUROPA 24". His work
is always relevant to society and is characterized by his critical eye, which is obvious not only in his paintings, but also in all
sectors of artistic expression with which he chooses to involve himself, such as Theatre, Music, Stage Design, Photography
and Cinema, and is, ultimately, a political act. Every artistic creation cannot but be a political act; otherwise it doesn’t cor-
respond to human nature.

We are proud to be participating in the organizing of Kyriakos Katzourakis's retrospective exhibition, a valuable part of
which we are hosting in the Gallery’s areas, in parallel with the Benaki Museum.

George Grigoriadis

1"
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Yuvoboinépos oto Apbpo npos 1o Ovelpo

O Kupidkos Katfoupdkns avapgifofa eival éva and ta onyavukd kepdiaia tns {wypadikns, dpws gyd Ba kataBéow
oplopéva anotundpata Bnpdtwy oto ta&idi nou pe cuvennpe to BAupa tou, 0 €pwtds Tou, N Yuxn Tou Kal n kpion tou!

O Kupldkos gival napv o€ 6fes Ts ovelpikés nepidiaBdoels yia tnv avaditnon evos eAelBepou xwpoxpdvou. OUToniKA
Quyn oav 1o «6velpo s Yppivns otnv ABAvar. Avandviexa va onopaKpuvstal n pnfe yuvaikeia ¢iyoUpa tou kai ndvia
va gival napouaoa yia va evanoBétel tnv mbavotnta tns vikns.

‘Eva Bpddu toApnoape va tou npoteivoupe tnv 1I6€a autoavaipeons Pas MOTE va eNavanpoadiopioTtoUlE PE APOPUN Ty
npogtolpacia evés vEou pappdkou, n «tpéAay pas unayopeudtav and tnv opuh Kai 1 nddos tou Kavoupyiou. Eniokepdn-
kape tov Kupiéko oto atedi€ tou Kal tou piinoape Afyo npiv t petatpornh ms {aons o€ EUNOPIKS NPoiov... Aev XPEIGOTNKE
va noupe noAAd. Ta Aapnegpd tou pdua, n pwud tns Yuxis 1ou, n ndddouca epwuki 81d8eoh tou eEéppaacav npiv and
10 «val» v udonoinon tou oxediou. «Ba dnuioupyhow €va kouti téxvns, Ba 1o pi§w ota nipdvxas tou epnopiou, Ba
npepnow ta akataviknta ndon, Ba payéyw pe nxo, pws kail xpdua, Ba eykAwPiow us adngdyes evidoels, Oa pEAPEPW T
vikn tou uylouUs evavua oto aoBevés navioly». «Ba {wypapiow tn vikn s Ké&uas pe 1o 66pu Katd s Kakids appdotasy.
Zwypaoile xwpfs kapPa kar nivéia kar pas tagiéeue nio népa, nio ynAd kai nio Babid an’ autd nou Gaviacthkape. Aev
yvwpilw og néoes PvApes KataxwpnBOnke n AUk gryodpa nou KoItddel otov oupavd avupaxdopevn th GPIKTh avicopponia
TOU KATAKOKKIVOU afpatos tns kpauyns, Opws n SUvapn tou eyxeipnuatos Xapdkinke ws katalyida avatponns ¢’ 6cous
pnopouv va eAnffouv 6u ta «§undAuta tdyuata» Ba cuvavthoouve KAnote tn «BdAatta-Bdnatar...

To «leuydpi» tou napanfiavd, napacUpel kal eykAwRidel tov avunoyiaoto napatnpnti dAfote oto «atefié tou Oou-
K®», dAfote oto «kouti tns téxvns», difote oto «Swpdto tns facns» pa NAvVIoTte NAPAKIVAOVIAs cuvodoinépous oto
OTNOIYO-EECTACIYO TUNPATWY aoAKwWTwWY tableau...

To 1989 oto Maykdopio Zuvédpio Wuxiatpikns, o npodedpds tou kabnyntns K. Ztepavis okEPONKE va UPNOEl TOUs
kadeopévous tou, onpavukous, S1eBvous kUpous kabnyntés Wuxiatpikns, pe xapakukd {wypaikhs. O Kupidkos Katou-
pdkns {wypdeioe 1pia Béuata: «O16inodas», «Ndpkiooos» Kal «Epws kar Yuxn». Ta neEpIopIoUEvVa aviituna autdV Twv
€pywv tou Koltdve katduata xif1ddes aoBeveis nou eniokéntovial ta Iatpeia twv Bepangutdyv tous kal B€Aw va niotelw
aykafidlouv eviote ta avopoidynta epwthpata nou BéAouv va BEoouv otnv ECWTEPIKN TOUS ZPiyya.

O Katloupdkns eival «Bepansuthsy yiati 1o péyebos tou €pyou Tou, To EUPOS TwV EKPPACEDY Tou Kal to Ba6os twv
avalntioedy tou cupBadilel pe tous avd tov kGopo Katatpeypévous. «Ekeivo nou p’ anaoxonel nepioodtepo eival évas
GvBpwnos nou tov epnodifouv va Badioer» (N. Xikpér). AlgiodUel ota pouvtd, pikpd, noAuninBh dwpdua twv otpIpwy-
HEVV PUXdV ws ayyenos Xxtundvias us otnv NnAG evd pe to dnfo xépi tou kpatdel o nivélo kal onpadevel 1o pws!
An’ us ypifies, an’ us onacpéves tapapies, an’ us pwypés oto tafdvi, an’ tn AGuna nou KpEUEtal yupvh, an’ m paud
s ayannpévns, eloxwpel péoa pas n mbavotnta s avafaunns, n «nepInEtela s {wyPaPIKAS»...

Koitddw 1o npwtocénibo oto «Avti», 25 NoguPpiou 1994, «O Kepdi nou Anie patpo ydia keivo to npwi» KAvel 10
teAeutalio tou yelpa, and niow n niektpikh kapékAa tov nepipével. «Otav BAEnw to glamour va pnaivel oto Xxwpag!
pas, 6tav n {wypaikn autdpecka SIakoopel tTnv NOAN pas, oképropal: T Souneld xw eym;» avaPEPEl OTN CUVEVTEUEN
tou otov HAfa KavéAAn kai to TéunAo tou {wvtaveUel Kai KIveital oto xpdvo va kaduyel onoudnnote ndvw otn yn 6,u
KATaoTpAPNKE «HE UG Kal Ue paxaipi», n niotn oto dikalo tou avBpdnou. Ta npéowna tou Téuniou avukatontpi(ouv
TOV NGVO TWV PUXWDV TOUS, TWV HAPTUPIMY TOUS.



To téunfo tns alyxpovns ekkAnaoias...

IMoios yupeUel tov difo,

roios wvddel — akouUs;

Aev éxouv e€nuepwbBei ta tépara, |’ akous;

K1 givar o xpdvos pia peydin ekkAnoia, p’ akods; |
(O. EAUtns)

Taneivés, uvaicbnpaukds, Euguns, Alopaukoés, Aplotepds... U’ autd ta xpwpata avacaivel dinfla otov avapnopo,
katatpeypévo, adiknuévo cuvavBpwnd tou...

Autos gival «O Apopos npos th Alony» tou Kupidkou Katoupdkn kal Bewpd 181aftepa tuxepd 1oV QUTO POU MOU Hol-
pdotnke padi pou yhnypata tou taldiol tou npos 1o dvelpo. MNati xwpis fows va 1o avuAauPavetal, to pikpd napadbupdki
nou pou &ixe avoi&el o 1gpéas natépas pou culiéyovias wunwpévous nivakes o€ nepiodikd, nuepondyia, diapnuioukd
Qappdkwv... {woypdewy énws o DaVinci, Caravaggio, Raphael, o Kupidkos pou to petétpeye o navopapiki gaud otn
{wn.

Y.I'. To ta&idi ouvexiletal kal petd tnv avadpoun! Addwote ekeivn thv auyouotdukn vixta pe navoéinvo ous «Bafao-
oivés onnniés» evanoBéoape tous AuypoUs tns Kduas, nou katéBeoe ous «KuBnpadikés Huépes» tou N. Manayaddvn ta
ave€aviAnta yuxikd tns anoBéuata! Mapakatabnkn yia ta yeAdoUpeva...

N. 8. KéAuav
lavoudpios 2013
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Fellow-traveller on the Way to the Dream

Kyriakos Katzourakis undoubtedly represents one of the most important chapters in art; I, however, will endeavour to
record some of the footprints from the journey he led us on with his eyes, his love, his soul and his disposition!

Kyriakos is present in all dreamy saunterings on the quest for a spacetime that is free. A utopian escapade, just like
“Hyrmina’s dream in Athens.” His female figure in blue unexpectedly moving away, but always being present to consign
the possibility of victory.

One night we dared suggest to him the idea of our self-negation, in order to redefine ourselves, on the pretext of the
preparation of a new medicine; our “madness” was dictated by the desire and the passion for the new. We visited Kyri-
akos in his studio and talked to him just before the remedy was turned into a commercial product... We didn’t have to
say much. His sparkling eyes, the fire in his soul, his pulsating amorous spirit betrayed his agreement with the plan, even
before he had said anything. “I will create an art box, | will throw it to the commercial piranhas, | will assuage the over-
whelming passions, | will enchant through sound, light and colour, | will encage the covetous tensions, | will impart the
triumph of health against sickness everywhere.” “I will paint Katia's victory with the spear against the evil sickness.” He
painted without canvas or brushes and he took us on a journey farther, higher and deeper than what we had imagined.
I know not in how many minds this white-clad figure was imprinted, the one that looks at the sky debating the horrible
imbalance of the cry’s scarlet blood; the power of this endeavour, however, was etched as a storm of subversion on those
who can hope that the “barefoot battalions” will someday come across their own personal “Shangri-La.”

His “couple” misleads, entices and entraps the unsuspecting spectator, sometimes in “Foucault’s studio,” other times
in the “art box,” other times still in the “healing room,” always, however, urging fellow-travellers to set up and dismantle
the parts of heavy tableaus...

In 1989, at the World Congress of Psychiatry, its president, professor K. Stefanis, had the idea to honour his guests,
important professors of Psychiatry with worldwide prestige, by offering them engraved paintings. Kyriakos Katzourakis
painted three themes: “Oedipus,” “Narcissus” and “Eros and Psyche.” The limited copies of these works of his look
squarely in the eye thousands of patients who visit their doctors’ surgeries and | want to believe that they sometimes
embrace the unconfessed questions they want to pose on their inner Sphinx.

Katzourakis is a “healer” because the magnitude of his work, the range of his expressions and the depth of his quests
is in accord with those persecuted worldwide. “What concerns me the most is a person who is not allowed to walk” (N.
Hikmet). He penetrates the small, grim, populous rooms of the cramped souls patting them on the back like an angel
while holding in his other hand the paintbrush, aiming towards the light! Through the blinds, though the broken glass
partitions, through the cracks on the ceiling, through the bare light bulb, through the eyes of the loved one, awakens
in us the possibility of a glimmer, the “adventure of painting...”

I'look at the front page of “Anti,” of November 25, 1994; “ Kemal, who drank the black milk that morning” is having
his last meal, behind him the electric chair awaits. “When | see glamour entering our field, when art self-complacently
adorns our city, | think: what am | doing?” he said while interviewed by llias Kanellis, and his Templo comes alive and
moves in time in every place, in order to cover that which has been destroyed “with fire and knife,” the belief in man’s

.righteousness. The faces of the Templo reflect the pain in their souls, in their testimonies.



The chancel screen (templo) of the modern church...

Who seeks the other,

who calls, hear.

They haven’t tamed the beast, do you hear me?

And time is a great church, do you hear me?
(O. Elytis)

Humble, Emotional, Intelligent, Intuitive, Leftist... with these colours he stands beside every helpless, persecuted,
wronged fellow man of his...

This is Kyriakos Katzourakis’'s “Way to the West” and | consider myself especially lucky that he shared with me frag-
ments of his journey toward the dream. Because, possibly without realizing it, Kyriakos turned into a panoramic view of
life the small window that my priest father had opened for me, collecting prints of paintings in magazines, calendars,
medicine advertisements... of painters such as Da Vinci, Caravaggio, Raphael.

P.S. The journey continues even after the flashback! After all, that August full-moon night at the “sea caves” we con-
signed Katia's tears, who deposited in the “Kytherian Days” of N. Papagalanis the inexhaustible resources of her soul!
A consignment for things to come...

N. T. Colman
January 2013
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Mikph gicaywyn yia tnv ékBeon tou Kupidkou Kat{oupakn oto Mouosgio Mnevakn

H téxvn tou Kupidkou KatCoupdkn €xel xapaktnpiotel katd KaipoUs ws «MoAIiukA», «Katayyeftukn» Kal «KOIVWVIKN», 6pous
otous onoious pe eukonia pnopei kaveis va kataguyel av Oénel va Eeunepdéyel pe aopdanela, xwpis va evipupnoel oty oucia
Tou €pyou. H evepyds ouppetoxn tou kaiiéxvn otn dnuioupyia s opddas wwv Néwv EAANvwv Peafiotdv, pad pe tous
navvn BadaBavidn, KAgondtpa Aiyka, Xpdvn Mnétooyiou kai MNavvn Wuxonaidn, kai ta €pya nou npoékuyav and aut
ouvepyaoia dikaloAoyoUv ev pépel avtiotoixes katatdgels, dev Aéve Sduws 6An v annbeia.

Mpayuau, ota xpdvia péxpr tnv avaxwpnon yia tnv Ayyiia (1972) sival epgaveis otnv €xvn tou Kat{oupdkn agevos ol
eMbpAoels Tou KPIukoU peaniopoyU Kal apet€pou o CUVENEIES pias éviova nondiukonoinpévns nepidodou, Ye anokopUupwua
™ xoUvta twv cuvtaypatapxdv. H kprukn 61dBeon, cuvbuaopévn ouxva@ pe eudidkprtn eipwveia kar oaupikd nvedpa, ivai
EexdBapn. ta €pya s nepiddou auths ek@pdadetal n NpGBeon yia enikovwvia Pe To KoIve, yia o §Gnvnua s cuffoyikns
ouveibnons, yia th ocuotpdteuon, eviéfel, anévavu otn véa npaypaukdtnta nou kabnpepiva enifafidtav 61lo kai nio autap-
XIK@, 6o Kai nio odokANPwUKA.

H Ayyfia unnpé&e yia tov Katdoupdkn ektds and katapuyio Kai Jia anokaduyn evés véou kdopou. H petdfaon and to au-
tapxikd kaBeotds ths ABhvas, nou gixe NdN cupnAnpdoel névie xpovia, ous ouvenkes andiutns efgubepias tou Aovbivou,
Ba ntav ané poévo tou kataAutkd yeyovos yia évav véo kadnitéxvn. Mépa and autd, ol ENICKEYEIS oTa JOUCEia Kal n yvwpipia
pe tous onoubaious {wypdeous Tou NapeiBovios, ol enapés Pe TUs oUYXPOVES TATEIS TNS TEXVNS Kal PUOIKA N EUNEIPia twv
onoudmv og éva eviends Siapopetkd nepiBannov, Snuioupyolv pe tov Kaipd éva ioxupd undfabpo. EmnAéov, n napapovi
oto Aovbivo ouvténeoe otnv enavektiunon twv eAANVIKGOV «Npotdnwv» Tou, nws o Toapouxns, o Kévioyflou kai 0 Oe6@iAos.
H &iabikaoia auth dev npoékuye and pia vootadyikn avadhtnon s xapévns eAinvikdtntas, adid htav kapnds pias npoond-
Beias ouykepaopoU otoixeiwv and duo diapopeuxkoUs kdopous, KAt nou anod tdte anaoxonei ouvexds tov Kat{oupdkn.

H emiotpo@n tou otnv EAAGOa cuvdéetar pe tnv npoondBeid tou va avadeiel us oxéoels s {wypa@ikns pe anfes téxves
(pwrtoypagia, kivnpatoypdos, Béatpo, noinon, Noyotexvia) kai tn Suvatdtnta oUykAions tous ot éva oNikd €pyo. Xto niaiolo
auto Eekiva onpavukés ouvepyaoies pe avBpdnous and dAfous xmdpous ektds s {wypadikns. To €pyo Mou onpatodotel Oxi
pévo v euddwon s npoondBeias, adAd kai tnv andpaoci tou va katadn&el oe emnoyés nou tov ouvodeouv otn doudeld
T0U ws onpepa givarl to TéunAo — Oikos Evoxiis (1991-1994).

To TéunAo, éva pvnpelmdes ocuvonikd épyo nou cuvtaipiddel tn {wypaikn, 1o B€atpo, Tov Kivnuatoypd@o Kail th JOUCIKN,
Siapopevel th oxéon tou Katfoupdkn pe to napenBdv kai tnv lotopia. Mapd v 1deonoyikd popucpévn popen tou, 1o Té-
unio anekduetal th BpnokeutkATNTA Tou Kal Yivetal o popéas ts npoownikns Bpnokeias. O dnpioupyds tou Yypagel 6u gival
AQIEPWUEVO OTO PapTUpIo pias yuvaikas. Qotdoo, and ts eIKOVES e Tous Koupdous oto KAtw PéPos péxpl tnv eufAnpatki
pop®n tou Ayyedou EAgpdvin, kai and v ipdounin €icodo Tou ENICKENTN OTO E0WTEPIKO TOU péow tns MUfns otov nivaka
ye tn otadpwon s yuvaikas, 1o Téunido anotensl tono Aatpeias tns atoikAs Kal s cuiidoyikns Mvhpns. Yné 1o npiopa
auto, eival éva €pyo kateGoxnv noAiukd, noAu nepicodtepo and ta €pya tns nepidou s SiKtatopias ta onoia «katétagav»
tov Katdoupdkn otous nofitukonoinuévous {wypapous.

Ywnv Mpoownoypagia (1997-1998), n onoia anotefsi tn cuvéxela tou Téuniou, o Kat{oupdkns, pe GEova éva Keipevo tou
Aiovion Kawdin, ouvbualel Eava t {wypagiki pe to Béatpo. ESM, énws kar oto Téundo, kevipikn 16¢a gival n {wn Kail ta
naln tns yuvaikas. Tnv enépevn xpovid (1999) odokAnpdvetal 1o Npdto pépos Tou Apdpou rpos tn Adon, pe tov undutio
lepd O66s, kai 1o 2001 to Seltepo, e tov unodutio H lMepinéteia tns Metavdoteuons. X1a épya autd, O6rnou cuvundpxouv n



{wypaikn, n pwrtoypagia, to Béatpo kai o Kivnpatoypagos, o Katloupdkns Bétel oto enikevipo tou evoiapEPovids Tou TousS
petavdaotes. O petavdotns avupetwniletal pe tn giloco@ikn évvola tou Févou, tou avBpmnou rou eival S1aopetkds, £Ew
anod to aceanés nepifdniov twv unodoinwy kal ev duvapel aneidnukds. Eival o dvBpwnos nou eival €§w and 1o dikd pas
ouotnpa a&imv kai o 1pdérnos pe ov onoio Ba avupetwniotei kaBopilel 1o eninedo 6x1 pévo tou atdpou, alid kai 6Ans s
kolvwvias. O petavaotns, €161kq, gival évas &vos auxva kuvnynpévos, pofiopévos kal BUpa ekpetdieuons, opéas ev tAel
ias tpayikis spneipias n onoia pévo av yivel kopudu s Sikns pas {wns Pnopei va katavonOei.

Ané 1 2001 nou oflokAnpdOnke O Apdpos npos tn Adon péxpl onpepa, Shdeka xpovia petd, 1o €pyo duotuxws gival nio
enikaipo and noté. Méaa ous GUYKAOVIOTKES CUVENEIES TS Kpions nou Bidvoupe ta tefeutaia xpovia, n diapopd «Eautol»
Kal «Févou» yivetal 6o kai nio évtovn, yeyovos ev pépel dikatonoynpévo. To peyafdtepo npdPAnpa, nou efdxiota ws twhpa
éxel ou{nnOsi, gival n otadlaki petdifagn evés dnpokpatukol Aaol o pntpa Biaiwv kal picaiiédofwy cupnepIPopmy.
KaBnpepivés emBEaers kai boflogovies evavtiov pstavactdyv nepvave ota Yind v epnuepidwv kal ayvoouvtar and ta deftia
e1dnoswv s tniledpaons, eipnvikES nopeies diapaptupias noAitdv petarpénovial o Piaies GUYKPOUOEIS |IE TNV aotuvoia,
éva veovaQoukd képpa ninoiddel 1o 10% tou ekfoyikold odpatos, evid n Yigos o autd Bagtiletal «diapaptupia». AkOun
nMio avnouxnuki, 6pws, ival n andBeia pe tnv onoia ol neplocdtepol napakofouBotpe dAa autd, xwpis avtidpaon, xwpis
ewvn, napd pévo pe popo, anootpodi Kai iows apnxavia.

H €kBeon tou Kupidkou Katloupdkn oto Mouagio Mnevdkn &ev pnopei BéBaia va afidger 6Aa autd nou cupfaivouv.
Qot6o0, dUo touidxiotov évvoies nou tov Bacavifouv 6fla autd ta xpévia unopouv va afdd&ouv tov TPono pe tov onoio
avupetwnifoupe ta npdypata. H npdn gival n Mvapn, ws avaykaia npotndBeon yia v npdodo tou avbpdnou Kal 1ou
noAuopou. H 6gltepn €ival n Evouvaiobnon, n ikavétnta va tonoBetodpe tov eautd pas otn 6€on tou nGoxovtos Kal va
BAénoupe tov kGopo pe ta 6ikd tou pdua. H petagopd autdyv twv evvoldv and 1o Bewpnuko eninedo oty kabnpepivi npa-
KUKn iows prnopécel va odnynacel otnv apunvion s Kpuppévns euaicdnaias pas kai atnv anokaduyn, ev e, ts xapévns
a&lonpéneids pas.

Kwvotavtivos MNManaxpiotou
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Small introduction to Kyriakos Katzourakis’s exhibition at the Benaki Museum

Kyriakos Katzourakis's art has at times been classified as “political,” “accusational” and “social,” terms which can easily
be used by someone who wants to get it over with conveniently, without having to delve into the work’s essence. The art-
ist’s active participation in the creation of the New Greek Realists team, along with Yannis Valavanidis, Cleopatra Digka,
Chronis Botsoglou and Yannis Psychopaidis, as well as the works created as a result of this collaboration, partially justify
such classifications, they don’t, however, present the whole truth.

Indeed, in the years that preceded his departure for England (1972), Katzourakis's art was obviously influenced on the one
hand by critical realism and on the other hand by the consequences of a period heavily affected by political events, the most
important being the Colonels’ Coup. A tendency for criticism, often combined with discernible irony and a satirical mood,
is obvious. The works of this period express his intention to communicate with the audience, as well as an awakening of
the collective consciousness and finally a synergy against the new reality that was imposing itself more and more each day
in an authoritative and ever-consuming manner.

Apart from providing a refuge, England also revealed a new world to Katzourakis. The transition from Athens’ authoritarian
regime, which was already counting five years, to London'’s total freedom, would have been a catalyst in itself for a young
artist. Apart from that, the visits to museums and the acquaintance with the great painters of the past, the contact with
art’s modern tendencies and, of course, the experience of studying in a wholly different environment, in time created a solid
background. Moreover, his sojourn in London contributed to his re-evaluating his Greek “role models,” such as Tsarouchis,
Kontoglou and Theophilos. This procedure did not stem from a nostalgic quest for the lost “ Greekness,” but was the result
of an effort to combine elements from two different worlds, something that has concerned Katzourakis ever since.

His return to Greece is connected with his effort to bring out the relationship between painting and other arts (photog-
raphy, cinema, theatre, poetry, literature) and the possibility of merging them into one work. In this context he embarks on
important collaborations with people from other fields, besides art. The work that marks not only the culmination of the
effort, but also his decision upon choices that still mark his work today, is Templo — House of Guilt (1991-1994).

Templo, a monumental work which combines painting, theatre, cinema and music, forms Katzourakis's relationship with
the past and with History. Despite its ideologically charged form, Templo sheds its piousness and becomes the bearer of a
personal religion. Its creator writes that it is dedicated to one woman’s ordeal. However, from the Kurds depicted on the
bottom to the emblematic form of Angelos Elephantis and from the visitor’s sacrilegious entrance to the interior through
the Gate to the painting depicting the woman's crucifixion, Templo constitutes a worship area for the individual and col-
lective Memory. Seen from this view, it is a predominantly political work, much more that those of the dictatorship period,
which classified Katzourakis among the politicized artists.

In his Portrait (1997-1998), which is the continuation of Templo, Katzourakis again combines painting and theatre, based
on a text by Dionysis Kapsalis. As in Templo, here also the main idea is a woman's life and ordeals. The following year (1999)
sees the completion of the first part of The Way to the West, with the subheading lera Odos, and 2001 sees the second part,
with the subheading The Adventure of Immigration. In these works, where painting, photography, theatre and cinema coex-
ist, Katzourakis places immigrants at the centre of his interests. The immigrant is regarded from the philosophical aspect of
the Foreigner, of someone who is different, hovering outside the others’ comfort zone and thus potentially threatening. It
is the person who is outside of our own value system and the way in which he will be regarded determines the status not



only of a person, but of society as a whole. The immigrant, in particular, is a foreigner often pursued, scared and a victim of
exploitation, bearer, finally, of atragic experience which can be understood only if it becomes part of our own existence.

From 2001, when The Way to the West was completed, until today, twelve years later, this work is unfortunately timelier
than ever. Amidst the financial crisis’ devastating consequences, which we have been experiencing in recent years, the gap
between the “Self” and the “Other” is becoming wider, which is justified, to an extent. The biggest problem, which has
barely been discussed so far, is the gradual mutation of a democratic nation into a matrix of violent and bigoted behaviours.
Daily murders and attacks against immigrants are barely mentioned in the papers and are largely ignored by the news on
television; peaceful demonstrations of citizens turn into violent conflicts with the police; a neo-Nazi party constitutes almost
10% of the electorate and a vote in their favour is regarded as a “protest.” Even more worrying, however, is the apathy with
which most of us are regarding all this, without reacting, voiceless, only with fear, repulsion and perhaps uneasiness.

Kyriakos Katzourakis's exhibition at the Benaki Museum cannot, of course, alter everything that is happening. However,
at least two concepts that have been tormenting him all these years can change the way in which we view things. The first
one is the concept of Memory, as a necessary prerequisite for the advancement of man and civilization. The second one is
Empathy, the ability to put ourselves in the shoes of the weak and to view the world through their eyes. Transferring these
concepts from the realm of theory into everyday practice may be able to lead to the awakening of our dormant sensitivity
and, ultimately, to the revealing of our lost self-dignity.

Konstantinos Papachristou
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H {wypa@ikn 6a §avaocwoel tov KOOHO;
‘H: NMovtadpovtas oto paupo

Zwypagikn éxouye étav otov kauBd bev katartiBstal
0 TpGLosS ToU opatol annd to tpousps ws ontikn duvardtnia.
M. X

«ZKE@Topal ouxvd nws n Igtopia tns téxvns, 6nws £€dNou Kai n 1otopia v yével, gival éva auBaipero kataokeiaopa xpovoroyiwy,
npoonwv, Béaswv Kal eminoydv, nou en’ oudevi avunpoowneydel n anotiud owotd oAGkANPo 1o @doua tns avlpdnivns okéwns
n Snpioupyias. H xpnaoiuéinid tns éykertal 6vo oto Gt AEItoupyei oav epyansio, oav To unactouvi t1ou oy, as NoUUE, NoU, VM
Oev Seixvel tov k6apo, o weiés dev unopsi va undpéei atov kGouo Sixws auto.

»Me tnv ibia Aoyikii Oa unopoudos va undpé&el kai pia dAnn 1otopia tns 1éxvns Ue eviens SlaQopetikd npéowna n yeyovora, rnou
va Siekdikei 10 i610 afiwuatiké KUpos o€ oxéon LIE tnv asvdws @eUyouoa Ki acUuANnmn npayuatkétnia. H iotopia Aoinév, ektés
ané auBaipetn -n, akpiBes yi’ auto- givail dbikn. H “adikia” tns duws sivail {wtkins onacias, av OAoupe va Npooeyyicoups, £0Tw,
TOV KGOLIO twv Hop@av. Epdaov Aoinév o Osotokénounos in o Bepuéep éusivav dyvwaotol eni alives, yiati va punv unobéooups 6u
undpxouv Ki diifles TET0IES NEPIMIMOELS, NPAoKalpa n Kal opIotikd Xapéves, n anokdiuwn twv onoiwv Ba didale dpdnv (;) 1a 10topikd
6edopéva; H 1otopia, B€Baia, 6sv ypdpetal pe sikotonoyies. 1600 Suws “npayuaukn” eivar n npaypatikétnta ni tns oroias speidetar;
E&dAiou Sev sival yeyovés 6u atov avtinoda pias npopavous annbBeias undpxel pia dnin ainBsia, npoavéotepn;»’

«Aev katadéxopal va punv neBdavw» enépeve o Nikos Kapoudos, motediovias Nws n wxvn gival n yévn kai yi' auté n pévn 1610-
1enns, éoww, aBavacia nou pas napaxwpnBnke. Kai e épwra kai pe Bavartov, akaranadowws. H iotopia tns aiobnukis cuxva
NPOPNTEUCE €ite to OAvato s xvns v Yével €ite €161ka ts {wypagikns. Autis tns ynpaids Kupias nou, av Kal Tautiopévn Pe
1t dnpioupyia kai tnv akpn tou acukoU nodiuopou anid kar nepippovnpévn, ané tov Duchamp kai tous afaykapvuotes, ws
ékppaon anims tou apifAnctpoeibols, otaBepd enotpépel puotnpiwdms avavewpévn. Exovias wpa v’ avunanécer pe
Qpwroypaia, tov Kivnpatoypd@o kai us Aoinés pop@és s texvofoyikis ava-napdotaons. Xépvel foindv ta pavpa nénfa ms
@udGxvovTas XeIponointo ews Kai opifovias xeiponointo okotddl oav va pas Aéel nws dev Eeunepdedioups edkona padi s.

O Kupidkos Katfoupdkns €ivai évas dnpioupyds nou anod vwpis evenidkn o oayivn s, evébwaoe otn pubonoinukn wns
unofoni ikovonoimvIas YwVIES Tou acuveibntou, epidites kal anobedaels. Mapadninda o idios pdaPnée 1o BapUupo polxo
s ws 1a kpaoneda s pwtoypaias, Tou Givepd kai tns Pivieo wxvns. MAnoialovtas 1o pied aidva dnpioupyias, o Katou-
pAKNs Pnopsi va avagwvinael aav tov Peter Greenaway nws... «6fa gival {wypa@iki». AAAG kai nws n 6noia YewPepia tou
otparos eNdxiota Qrdvel yia va anokandyel ta okotelvd pabnuauka s yuxns. H ainBeia ndii —kapia oxéon pe t de€apevin
6nou toanafoutolyv ENIXEIPNUATA KI EMIXEIPNUATES yia va otnpi§ouv to kauts ts pikpolnapéns twv— gival évas wkeavos
nou xapiletal pévo atous nviyopévous. Ekei, oto Bubo Bpioketal to yépas dowv, akéun, cuiiioyiovtal xwpis 10 e6Po s
ayopds h tou Kpatous Tou wpaiou. Eival 6pws Suvatév n euaigbnaia pas va eaviieital o' €pya wxvns anokfeiouka kai va
otepelel Pe us avBpmmves undpSels; EKTOs Ki av n YEWUETPIa tou aipatos kataypdeel oduvnpd Kal tnv avaxmpnon s Yuxns.
Yupnépaopa: H {wypagikin unopei nia va feroupynaosl oav pia Bgoloyia xwpis v avaykn Bgo0.

Nat 6pws o Kupidkos Katdoupdkns onpepa; MNati opyavavetal and 1o Mouacegio Mnevékn to 2013 pia avadpopikh napou-

1. Mavos Zte@avidns, Mia lotopia tns Zwypagikiis, ekd. Kaotavidm, népntn ékdoon cupniinpwpévn, 2007, cefl. 262.



oiaon tns dnpioupyias ou; Yndpxel, Gpaye, Gueon avaykaiotntad yia kau ttolo, dedopévou pafiota nws o kadfiéxvns sival
nAnPwWs evepyos, N PNNWS UNAKOUOUE 0" £vav YEVIKOTEPO CUPHOG «aVaKATAOKEUNS» NS 10TOPIas ths oUyXPOVAS Pas TEXVNS
péoa ané NUPOTEXVNUATKES Napactdoels, enelyopevous xopnyous N cuiféktes, N AOYIKES Tou Kannitexvikol papkeuvyk; H
avadpopikn tou Katloupdkn éxel Baplvouca onpacia kupiws yiat épxetal va enifefaidaogl, auth t cuypn s didiuons
Kai s Kpions, th otaBepn Kupiapxia s {wypa@ikis Npdgns avapeoa ous avanapactaukEs wxves anfld kal tov avaykaio
81aAoy6 s P’ autés. Mpoownikd, pe to £pyo autod tou dnpioupyol otnpilw Kal ta SIkE@ Pou eniXEIPNPATa ws npos v ap-
PNKIN oxéon avapeoa oy EIKAcUKA ypaen Kai 1o oivepd, anid kar us nenoiBnaoels Jou ws npos tnv nofrukn didotaon Kai
v 160A0YIKN EVEPYEIQ TOU €pyou téxvns. AkOun kadUtepa popgorolei €10l N SpGEon ToU UNOYIACUEVOU UMOKEIPNEVOU Péoa
owmnv kabséAou dpdon tns lotopias.

ExBétovtas, enions, 10 ws wHpa €pyo evos dpmdvtos dnpioupyou, poipaia o pefetnths oeilel va napouacidoel kaneido-
OKONIKA TNV ENOXN YEOA OtNV ONoia eKEivos oUYKPOTNONKE Kal wpipace cuvekBETovias Tus «OPopes» aioBnukd adAd kai us
«avtnanes» andyels tdoo oto E0WTEPIKO G0 Kai oto e§wtepIkd. Ek twv npaypdtwv, dnAadn, pia avadpopikn ékBeon cuviotd
npoétacn av 6xi ENaveyypaens, TouAaxiotov enavef£taons Twv KUpiapxwv andyewy, Tou enionyou uiikoy Kai tns Oeopikhs
iotoploypagias. Nat épws €161kd o Katfoupdkns;

Kupiws eneidn petd and piodv aihva pop@onflacukdv neipapaucpdy Kal avanoywv npotdoewv o Katloupakns KAtapEPVEl
va IcopPonnaoEl napaywyikd avapeoa omy gyxdpia oxodn pas —anodeikvUetal EnapkECTatos, KPIukGs avayvaotns ths agnyn-
ons nou Siawinwaoe n eANNVokevIpIKA Yyevid tou ‘30— anid kai oty gupUtepn, eupwnaikh avaditnon 6nws Siapop@mVETal T
Sekaetia tou ‘70. As noUpe oxnpaukd Nws to npoownikd tou Ueos diapopemvetal dia péoou, olovei, acBpaukav Siandywv pe
Tov Kévroyiou, tov Alapaviénouio, tov Toapouxn, tov Mépain, affid kai tous Kitaj, Bacon, Freud, Blake..."O Kawoupdkns
kaniuntel éva xpoviké Avuopa nou ekkivel and ta npmta petegpuiiakd xpdvia, th Aiktatopia, th Aup@aukn Metanoditeuon,
10 oapwukd Adikiopd kai 1o unepkatavanwukd vieniplo s nygpovias tou NAZOK ws v EAAdda tns kpions kai tns oAikns
avatpornns Twv ws TOte Kupiapxwv agiakmv poviédwy. H wxvn tou eival éva 1816tuno peiypa pias oduvnpns, oxeddv KAIVIKAS
Kataypa@ns tns npaypaukotntas, anéiuta cuvietaypévns kai Aoyiko@avous affid Kal pias avapXxikns EKpnENs acUviaktwy &l-
KOvwv nou gknopevovtai and to BUio KGO Tou acuveidntou, and t XMPA TV OVEipwv, ths Peudaiobnons, wwv evouktwdohv
CUVEIPHWYV, NS UNOyelias Ppikns, Tou ePIantn. MNos pop@onoigital n KoIVmVIKN gunelpia, autd nou pével 6tav o opupaydés s
npaypaukétntas katakabioel otn cuveidbnon; M’ anfa Adyia, étav yivel to dpdpa tou Pikuatos €pyo; Na tov Katoupdkn 6in
auth n epneipia tou opdv kai Tou Katavoeiv Sev €yive noté eikovoypagia anid petapdpewon. Onws eEaniou cupPaivel kal og
K@Be annBivih —ki1 6x1 eukaipiakn— {wypaikh. Mpdypa nou Ba ner du ppnveUOUPE TNV ENOXNA PAS PE TO va unepPaivoups
KAIoE, Ta otepedTUNA Kal TS EMIKOIVWVIAKES Tns eukoiies. Yo v évvolia auth, 1o €pyo tou Katoupdkn unnp&e os kGO pdon
ToU pia npdkAnon otnv Kupiapxn aiocdnukn Kai ta potfa ts enoxns.

Yke@Oeite: ndn and tn Aiktatopia, n Bepatoypagia kai n apuacidwn eépua v «véwv peaniotmv» AEoUpyNoe ws KAPQOS
o@Bafuv oo otnv aioBnukn s yevids ou ‘30 —Taapouxns, Ikikas, Eyyovénounos, Nikofdou k.An.— oo kai ¢’ ekeivn s
Yevias tou ‘60 —laftns, Kavidpns, Keooavins, MNadflos, MoAgéons k.An. To Gueco nonaptouko CTOIXEi0 TwV MIVAKWY eKeivns
s opadas Ppiokdrav oe pia kateuBeiav olykpouon PE T «UEtanoinukny» Siadikacia ts npaypaukontas, rou ite os noin-
UKO-PETAPOPIKS €ite O oupPonikG-PetwVUpIKS eninedo ackoUoav ol Uo autés aiobnukEs npooeyyiosis. H yevid twv ‘70, n
Yevia tou Kat¢oupdkn, tou Mnétooyilou, tou Wuxonaidn, tou ©soguilakténouiou, dev gixe kapia oxéon pe 1o peanioud s
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arte povera aiiid painov pe tv katalyioukh 81GBeon tou yeppavikoU KpitkoU peafiopoy. Eva €ibos SnAadn noAdiukns pop
art nou avanwoodtav otnv Eupdnn kal Bene va diapoponoinBei nAnpws and tnv apepikavikn, pubonoinukh NPoacéyyion
s oxeukns Bepatofoyias. Exel 6nAadn nou o Andy Warhol kai o1 opoidedrtes tou £BAgnav v akatavikntn urnePoxn Tou
tetpIypévou péoa and T anoBewpéva avukeipeva, or Eupwnaiol cuvadéNoi tous katéypapav HEow avUKEIPEVwY o Spaua
TWV UNOKEIPEVMWYV. AVUKEIPEVMV NOU Ta xpnolpornolodoav yia va katadeiEouv tov abié€obo patepiafiopo Yias eNoxis n onoia
ouvnBICe va Bewpsl ws arties anAds ta anoteféopata. M’ dAna AdyIa, nou e€eNduPave v emipaveia ws nubpéva.

«O peafiopés nou enikadeital n opdda wv névie “Néwv EAAnvwy Peafiotdv” gival noAU Kovid otn onpacia nou £8ive
o P. Tkapovt otov 6po, évas “peadiopds xwpis épia”, nou dev anotefel akpIfn anotinwon, afid eppnveutkn andédoon
s npaypaukéntas, diénetar pdiota and oupnddeia yia tov AvBpwro Kail to peyaneio ts aduvapias tou. X' autdv urnopsi
va XwPEOE! TO aoUVEidNTo ws €&foou onpavukos popéas IotopikdtnTas alAd Kal apoUOIWUEVOS JOVIEPVIOUOS. H aiocOnukn
Tous Oev prnopoUce napd va eVowuatdoel Tov KAatakepUAatopd Tou NpaypatkoU otov actuatkd AGYo twv EPUoVmY h atny
aywviddn kai diafeinouca cuveldnti e§lotdpnaon. »?

®tdvoupe €tol grosso modo oto Babutepo nepiexdpevo ts wypadikis tou Katloupdkn: and tn pia to noArko yiyveabal
oty EAAGda kai tov kéopo, n aywvia twv anfdv avBpdnwy anévavu ous otpatnyIkEs Kal T CUPPEPOVIONOYIKEG Npotdyuata
s eGouoias, Siebvous kal evidnias, kar and tnv aiAn o Yuxiopds tou SnuioupyoU nou eneiyetal va piinoel yia Oéuata téoo
npoowrikd 6co kal navavpdniva, énws gival n pova&id, n embupia, o pépos, o iuepos, n andwm, n pedayxofia, 1o pdtaio
TV NPoadoKIwy, T0 EPNPEPO TwV avBpdnIivwy oxEoewv, N avaykn tou dindavoy, n ano&évwon, to tpadpa tou GAdou K.Ar.
O ayannpévos ouyypa®éas tou {wypdoou, o Adrian Stokes, ypdapel oxeukd: «...Psycho-analytic theorizing about art trends
to lag far behind psycho-analytic theory in general».?

Enions, 1o Bepefiakd (htnpa tns iotopias kai nods BoAsuduacte Y’ autiv eite npokertal yia i 8iebvn, nou undé npolnoBéaels
ekAappavetal ws yvwoloAoyikh ouvOnKn Kal KATaoKeUn, €fte NPOKEITAl yia tnv eyxdpid, Nou v kouBandue otous MUous
pas B€Aovtas N pn. Mou euniekduaocte ouvalcOnpaukd kai Biwpaukd y’' autiv. 8€Aw va nw 6u alfids npooiaufavels
ws giIkéva Kal ws vonpa tov dodogovnuévo Kennedy otnv avoixth Aipoudiva nou diaoxiCel to Ntadas ki aifihs 1o Koppévo
Kepani tou avidptn nou to diacmdlouv EUPoPes PwToypaPies, KPUPHEVES ota Gduta KAMoIou CeVIOUuKIoU Mou ouvinpoUoe
péxpl npduvos T pviapn (av kai kanola nitoipikia npéiaBav va to douv ek tou guaoikou otnv niateia &inAa ané to oniu Tous).
Bplokouaote, B€Paia, otnv eNoxn twv naykoouionoinpévwy eikévwy alid kal twv tonikdv npooAiyedy tous. MNou Ba nel
Ou 600 oI ToNIKES Iotopies Slagoponolotvial and tov 0600TPWTAPA NS NMAYKOCHIAS, TO0O0 O EyxMpIes, KAAAITEXVIKES OXONES
OxI pévo éxouv Adyo Unap&ns afid kal emPBdnietal va éxouv...*

Ténos, n doudeld tou Katloupdkn éxel evbiapépov va pefetdral kai va ektibetal onpepa yiat ungpaonidetal tn {wypapi-
K" otnv €Noxn s Kpions ts {wypagikns Pe Péoa akpaipvas {wypa@ikd. O€iw va nw éu unepacnidetal th Suvapikh tou
g€eikovilelv kal Tou apnyeioBal 81" eIKOvwV NelPapaulOPeVOs PE TS «BUYaTpIKES» TEXVES TS, TO N tn video art. Auto Katd tnv
anoyn pou sival oAy anoubdaio kai Siagoporolei tov Katoupdkn and v nAnBdpa v opdtexvav tou. To yeyovés dniladn

2. Mavos Ztepavibns, EAdnvopouaeiov: Entd aicdves elfnviknis {wypagikns, 1opos ¢, ekb. ET, 2008, o. 16.
3. Adrian Stokes, The invitation in Art, ue npéioyo tou Richard Wollheim, Tavistock Publications, Aovbivo 1961, o. 56.
4. Peter Burke, Ti eivar nofiiopikn iotopia, ekd. Metaixpio, 2008, co. 210-213.



6u napapével ouyxpdvws kal adlaipeta évas AvBpwnos tou kaBafétou, s oknvis afid kal ts KaPepas (gite Kivnpatoypa-
QIKAS €fte YnPIaKNs) o€ TPdno date N NPoRANpaTK ToU va ekkIVel pev and to otauko kadpo afid v’ anddvetal oto XbpPo
gvowpatdvovtas v Kivnon, t dpdon f ta onukd Q€ s pivuakns texvofloyias. AvBpwnos tou KaipoU tou, urnopsi dpa va
HIAAoEl éykupa yia Tous Kaipous pas eyypdgovias To NPoowriko Tou €pyo evids Tou NAalciou s TonIKAS pas KaNAIEXVIKNS
Iotopias kal napdninAa evtds tou niaiciou, yYevikOTePQA, TS EUPWNAIKNAS.

Kortvras wpa évav, wuxaio, nivaka s vedtntas tou kaddiéxvn kal avunapaBdifovids tov pe KArnoiov s wpIgotnias,
pnopei kavels va yniagicel tnv nopeia nou diaviBnke —evvom us Siadikaaoies ekeives nou tov eE€AIEav— annd kal tov noAue-
ninedo &idnoyo nou eykaiviaos o Kat{oupdkns pe v eNoxn, Tous dackdnous, tous cuvadéNPous Tou Kal, YEVIKOTEPA GO0 Kal
euPAnpaukd, pe v iotopia ts exvns. Miotelw, ¥Aos, Nws ta Np@Iya, viavidioukd collages® tou Eduardo Paolozzi (1924),
1a onoia o fdios ovépale «ready made petagopés», ennpéacav dueca tn Siacnacpévn, NoAUKEVIPIKA aphynon tou Kupid-
kou Katloupdikn, énws e&dnAou cuvéRn kai pe ekeiva tou Richard Hamilton. Eival evbeikukd 6u pia giyoUpa gpavidpou oto
«Apdpo npos t Alon» gival kateuBeiav avagopd oe yvwotd €pyo tou Hamilton. As onpeiwBei du ol Paolozzi kar Hamilton
ouppeteixav oin dekaetia tou ‘50 otnv opdda Independent Group, npodyyeno téte ns pop art.

O1 emipyépous I’lEpiOdOl

Téxvn efval to oKoTevd KiI dyplo npdyua rou éxel efdxiotn h undapivi oxéon pe v «kanaiobnofa». H.xadaiobnoia Sicubstsi,
n téxvn avatpénel. Téxvn gival oudnnote opiCel tov eautd tou ws texvn. T aglofoyikd kpitipia énoval. Kai Bé€Raia n {uyapid
TOU Xpdvou.

H téxvn eivai koivwvia, enikoivwvia, aAid éxi Snpoacidtnta. Apnote nou B4 ‘pBer pia enoxh otnv onofa n Snuoaidétnta Ba
glval to dkpov dwtov s banalité. H wéxvn, enions, dev enitpénel efenpoaoives kai oixaivetal t gidavBpwnia. To épyo éxvns
gival dnpdoio ayabd kai katd napdfaon h ouykuplakd «idiwtkd». M’ evoxiel n npofonn 16ioktnoias ndvw o’ €va €pyo
xvns. Moidlel oav va dnAmver kanolos kKdtoxos tou MoAikol Actépa. H kaAutepn Béon yia éva €pyo xvns Bpioketal oto
puané pas. H kovwvia tou Bedpatos eneiyel va kataotel kovwvia tou BAEupatos. Alapopetikd, ol veoBdpBapol ts eikOvas
napapovelouv. H téxvn &ev cuviotd éknAn&n aiidd anokdnuyn. H téxvn gival cav tous épwrtes. MNpénel KANote-KAMNoTE va re-
Baivel, yiati pévo €toi dev vekpvetal. Ki étav avaotaivertal, 1dte icoduvapel pe enavaotaon. Mepioootepo and to piloonactkd
nepiexdpevo evdiapéper n piloonacuki ¢oppa, yiat auth aviavakid aneubeias t pi{oonacukhn okéywn.® Kai n pi{oonactkn
oKEYn ivar n pévn rnou Pnopsi va «p1{oonacukonolncel» v Koivwvia. O1 avBpwrol, atnv aBwdtnta h v novnpid Tous,
{ntolv ouxvé and us noArtkés npdypata nou pévo n @xvn pnopef va Smoel. EE ou kal n ouxvih Guctuxia tous. As S0UE Guws
ns pnopei va wgivounBei mo avadutukd 1o €pyo tou Katoupdkn. O iS1os o kadAitéxvns nepiodoloymvtas th Soufeid tou
Ypdoel: «O1 topeis nou kaduntel n ev yével Spaotnpidtntd pou Ba prnopodoav va opadonoinboly os eVOTNTES:

5. TpPA. o «l was a Rich Man's plaything», Tate Gallery, Aovbivo 1947, tou Paolozzi, npopavds ndpico tou «Just what is it that
makes today's homes so different, so appealing?», Kunsthalle Tiibingen 1956, tou Hamilton.
6. Mavos Xepavidns, Muddivo Mdu. Keiueva yia tov noditioud kai v aiobntkn tns €véeias, k6. Tpis-®idinnétns, 2006, oo. 42-43.
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a) H {wypagikn kai ol oroudés pe AGdI kal Pe XpMPaTa s TEUNEPAs Katd tnv nepiodo twv onouddv otnv AZKT (1963-1968).
B) H xpnhon tns pwrtoypagias otn {wypadiki and v nepiodo twv “véwv peafiotdv” Péxpl ta npdta xpévia otnv Ayyiia
(1968-1975).

y) O1 peydies ouvBéoeis kal n peémn tns enikns {wypa@ikns (1975-1983).

6) H avéntugn oto xdpo kal n oxéon tns {wypaikns Pe Tus dfes xves ota npoPAnpata s edpuas, nou ivar Péxpl
onpepa n evétnta nou Soufelw. Auth n evotnta anoteleital and névie €pya twv tefeutaiwv 6éka etdvy (evvoel us noAue-
ninedes eykataotdoeis, {wypaPIKES, PWTOYPAPIKES, BEATPIKES, KIVNUATOYPAPIKES, PE Tous TitAous «TéunAo — Oikos Evoxnsy,
«Tpoocwnoypagiar», «Koutl Téxvns», «O Apduos npos tn Auon, lepd 06bs», «O Apduos npos tnh Auon, H Mepinéteia s
Metavdoteuons»’ k.An...

Ztnv endépevn nevtastia, as v ovopdooupe néuntn evétnta, €Kave Tpels taivies peydiou phkous: «O Apduos npos
Auon» (2003, cuvbuaouds viokipaviép kal pubonnaaias), «FAukid Mviapn» (2005), «Mikpés E€eyépoeis» (2009) kai dUo
HiIKpoU pikous: «Kagé Mkpdfax» kal «KAsidbwpéves AéCeis».8 AkoAouBoUv: n atopikin tou ékBeon «Xmpa EudAwto» otnv
ykafepl «Exkppaon» to 2010, n ouvepyaoia tou pe tov Mndunn Bevetdnouio otn Pivieogykatdotaon «Aiyo Mpiv» (2010)
Kal N CUPHETOXA Tou atnv opadiki ékBeon-napéuBaon oto Mouogio Mnevdkn «O xpdvos. O1 avBpwnol. O1 IoTopies Tous»
102010-11.°

Ano 1o 2005 ws 10 2011 &ibdokel {wypaiki Kai th oxéon s JE ToV KIvnpatoypdpo oto tunpa Eikacukdv kar Epappo-
opévwv Texvdv tou Aplototéneiou Maveniotnpiou ©goocanovikns. H &i6ackania tou, ektds twv Kavovwv s {wypagikns
Siatinwons, NePIEXE T OXEON TNS €vvoIas TOU XPAVouU LIE Ty €lkOva, otatkh 1 KIvoUUevn.

As k@voupe thpa pia unéBeon epyaocias: KANote «oviepviopds» onpalve tnv kat' eEoxnv enIBEUKA otpatnyikn tns téxvns
(avant-garde) kai tTnv tonoBétnon twv ovoudtwy otny unnpeoia twv 1I6emyv. ZAPEPA 10XUEl TO avTtiotpo®o. O HOVIEPVIOUOS
NPOCOIKEIHONKE oUYKeKPIPEVES naidaywyikés uebddous yia va anAd&el tov kéopo —n NP Kal Baacikh tou outonia— Kal
yla v’ anod@ael atny €xvn 10 PETAPUOIKS NS KUPOs. Mvidpile noAU kafd éu n peydnn téxvn néBave t ouypn nou nédave
n niotn npos 10 B (1 tous BeoUs). Etol enixeipnoe tov e§ns diafekukd efiypd: diekdiknoe pia niotn xwpis ©€6, kabiotd-
Hevos o i810s (0 poviepviouss) «Bpnokeia». Auto, ndvw Kdww, uninpe kal n peydin avtipaon —afid kai n dGvapn— tou
Bauhaus, pias oxofins nou npoonddnoe pebobikd kar inddo&a v’ anavinoel og pia osipd BepeAiakdy epwtnudtwy.'®
ZAtnoe va nel u eival xvn, Nods kal edv 6186AoKeTal, Mola N ox€on NS E TO UMOKEIUEVO Kal TNV Kolvwvia, T th ouvoEel
JE TNV TEXVIKA Kal tnv texvonoyia, T gival aioBnukni Kal nds diaxéetal otov KOOHO TwV HOPPMY, T gival €pYO TEXVNS Kal T
Snpioupyds k. Znuepa, BEPaia, kuplapxei n agacia s péouaas tnAgonukis eikdvas, nou ival apeifikin. BopBapbicel
10 Beath kabiowbvtas tov nabnukd déktn, tov unodounldvel cuvaioOnpatukd, kabms o tefeutaios aduvatel va anokwdi-
Konoinaoel tnv nAnBmpa twv EUPEcwY N TV AUEcwV pnvupdtwy ts. AvtiBeta, n {wypa@iki anartei and to ocuvopAnth
NS 10 XPGVO tou, Tou eniBAniel va xapnAdaoel tous pubpoUs Tou MOTE va Ty avayvmoel ENapkds, va PeBEEel oto pubud

7. Yndéuvnpa yia to Apictoténeio Maveniothpio, 2004, oa. 2-3.

8. Kuplidkos Katfoupdkns, Tdén oto xdos, k. Kaneibookoénio, 2013, o. 15.
9. Katdndoyos «0O xpdvos. O1 avBpwnol. O1 Iotopies tousy, ekd. Mouasio Mnevakn, 2010, o. 22 K.q.
10. Mavos Ztepavidns, Mikpr MvakoBrikn. Mpdowna, kpioels kai a&ies tns veoenviknis téxvns, ek6. Kaotavidtn, 2005, o. 21.



Kai otnv évtaon s. Ltnv Kaivoupyia enoxn ol épol tou naixvidiol péidetal va okAnpUvouv akdun nepioodtepo. H téxvn,
and andn diakoopnukn diadikacia h undBeon koivwvikoU prestige, oeifel ndni va Asitoupynoel ws npdgn avtiotaons,
s N NpoownikA enavéotaon tou Kabevos.

Eniotpoon ynpaids Kupias

Kdénote tou €ixe nel o MNdavvns Toapouxns (npiv aképa aoxodnBef o Kat{oupdkns pe tov KIvnpatoypdeo): «H {wypagikh oou
éxel oevdplo, naipvels d1d@opes 1otopies kai us Badels pe tétolov Tpomno nou dev otapatds va okéPteoal dtav v KOItadess...». "
To yeyovos autd, 1o 6,1 6nfadn 1copponsl epeuvnukd avdpeoa otn {wypadIcPévn Kal TNV KIVNPAToypapiki gikéva €xovias
nén and ta npdta ou Bhpata acxoinBef pe T pwtoypadia-viokoupévto, tov kabiotd euBAnpPatkh NPoowniKGTNTA yid Ty
jotopia s petanonepikis pas wxvns. Oxi uévo yia t cuveldnth unAok Tou oto KoivwvikonoAkd pas yiyveoBal, éoo yiat
€ OUVENEIa anavtdel ota EpWTAPATA TOU «EVIOS-EKTOS», TOU «bleBvoUs-evidniou», tns «napddoons Kai tou aBachpvuopo(J»,
Onws €nfons Kal ToU «XEIPOMNoiNTtoU-TteXvooyIKoU».

H Cwypagikn tou e€efiooetal and ta onoudacukd tou xpdvia otpateupévn otny anokdAuyn tou npaypatkoul, o' évav
peaniopd pe KPIUKES-NOINTIKES avaPoOpPEs, Yia va KATtaotel IETd To npovopiakd ekeivo nedio oto onoio n kaBnpepivétnta no-
Aiopkeftal and navioy pe eIKOVES OVEIPIKES, e§wnpaypatkes. Me @ryolpes kar potBa tns iotopias tns txvns rnou siocfanfouv
and navioy, Petapop@ivovtas tov KapRd o’ évav kat’ eEoxiv xdpo pdons tns PVAUNS, TWV CUVEIPHMDY, TwV autoavapopwV
Kal, ev téiel, tou dpdpatos tns avanapdotacns. Moidlel 6Aa ta yeyovota tou napelBovtos, 6nws enions kai 6oa dev €yivav
aiAd undpxouv pévo ws VUEEIS og PIcOEexaopéves IoTopies npwiopoU h epikns, va Bidlouv yia tnv anegikdvion tous. Qs
ovtonoyiké aftnpa Unap&ns h ws akpaia dikaiwon tou gival enf tou aivecBal. )

lNa tov Katdoupdkn 1o onukd epébiopa gival mepIoodTEPO N aopun yia va feitoupyioel pia Siadikacia capds Mo EQUNTKA
Kai nio ouvBetn. H {wypagikn tou otnv wpindntd s dev epunvelel, oUte kpivel (M.X. T I0T0pIKG NapeBdv tou Epguniou),
ano@elyel tnv aglofoyikn pntopeia afid anAws avunapabétel npdowra N KAataotdoels, T0 WPa Kal T0 XIS, popTiovtds ta
He Kaipio cuvaioBnpatkod udikd kar ekBEtovids ta €tol anpokddunta otov oUtws N dAAws exteBeipévo Beati. Epdoov oubeis
aBmos anévavt otn Payyaveia twv EIKOVwV.

O Kat¢oupdkns oto BifAio tou «T&EN oto xdos»'? apnyeital noAv Beppd tov 1pdno e Tov onoio tou anokaAuednke
otadiakd n {wypa@ikn kal napdiinia ekBétel tn Siadikaoia wpipavons tou kabs épnPos eio€pxetal otnv AYKT. H
oxéon tou pe to ddokand tou Mépafin afid kar pye tous {wvtavous gikactukoUs Pibous tns enoxns, Tov Toapouxn, Tov
Eyyovénouno, tov Alapaviénouio kal BeBaiws tov Odtn Kévioyiou, ntav kaBopioukn. An’ tnv aAdn o nAnociouos kai
ouxv@ popavukoés eAAnvokevipiopds s yevids tou ‘30 Asitolpynoe pe Siohpavio 1pono otn SiKA tou yevid. Mia yevid
nou neploodtepo and tov e€ldavikeutkd effnviké pibo, {ouoe 1o eANNVIKO SpApa TwV NPMTWY PETEPUPUAIAKDY XPOVWY
anfnd kal to avenoUfwto padpa Tou GEIXtd onatadnuévou aipatos nou nponynenke. X' autdv 1o dixaoud avapeoa oto

11. Kupidkos Katdoupdikns, Tdén oro xdos, k. Kafeibookoénio, 2013, 0. 61.
12. 6.n., 0. 63.
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IEponoinpévo kafnos kai tnv anavtaxol napodoa oduvn avépdvetal n {wypa@iki tou Katoupdkn. Kai B€Raia, tepdoua
enidpaon ¢’ auth v «evnAikiwon» éxouv td yeyovota kal n dAn atudopaipa tns dekaetias tou ‘60. H eEwukn EARGSa twov
Eévwv pnoéy, tou Qvdon, s Kannas, tou KdpAo Mévu, tou Ntacév kai tou Kakoylidvvn pe agidicotn avunapddeon pe v
EANdSa twv avaktopikdv napaoknviwy, twv loudiavdy, s xapévns dvoigns kal v el ths Aiktatopias. H EAAGOa tou
Mnoot, tou Toipka, tou HAIoU, Tou Avayvwotdkn, tou Askouildkou, tou lMétpouna, tou Kotvboupou, tou Mikn. Autd 1o
kAfpa anédwoe tn cuvepyaoia kai ta €pya tou «kpitkoU peafiopoU». Mia {wypadikh nou aglonolei tn Bepatkni ms non-
kounAtoUpas Kal wv pivuakdyv kAIoé yia va katayyeifel évav yeudeniypago kéopo eupdpelas, unokpiofas kal unoddpiou
veoPapPapiopol. O {wypdpos Aemoupyel ws veopopavukds tns ikovas. [Mvetal évas pikpods Goya h Gericault otnv kapdid
ToU oUvtopou, katd tov Hobsbawm, aidva. Mdns tou ‘68, néieuos tou Biewvdy, eiofoin otnv Mpdya, didonaon tou KKE,
«EAAGs EAfAvwv Xpiouavdv», ol npotol tniconukoi béktes, ta npdrta supermarkets, n YENEA kai to «gBvikonatpiwt-
K6» olvepd tou TCius Mapis. H tautdxpovn avdduon tou T¢Ius Mnovt prnopei va ekAn@Bei ws onpadiakh cupntwon. Ol
nivakes s enoxns gival pIkpdv d1actdoewy PE TO Palpo va KUPIapXxel Taut{OPEVO E TO HaupOdaonpo tNs QWIoypa®ias
N TV NPWIoCENIdWV TWV EPNUEPTOWV.

H éxBeon twv Néwv Peafiotwdy tou ‘72 oto Goethe, avdnioyns onpaoias pe v ékBeon tou BAdon Kavidpn otn Néa MNkafepi
tou 1969, npayuatonominke xdpn oto neiopa tou Johannes Weissert nou 8inUBuve to Epyacthpl Zlyxpovns TEXvns tou
FepuavikoU lvoutoutou. O Katfoupdkns, ws eknpdowros s opddas twv Néwv Peafiotdv, ninciace tov Weissert, @ido tou
©. Bafuvou kai tou 8. Ayyendrnouiou, {ntdvias x@po yia tnv ékBeon. Ki étav tefikd o xdpos tou Goethe napaxwphnOnke,
€otnoe o i610s tnv ékBeon pad pe tov Navvn Badafavidn. O Weissert, cuvaivolvtos kai tou Katfoupdkn, naphyyeife éva
ouvodeutkd Keipevo otov Banuvd, yvwotdv hdn eupltepa and ta «Néa Kefpevar. H undAoimnn épws opdda dev to anodé-
XTNKE, Bewpdvtas 1o «kanédwpa» anéd to KKE Eowrt. (n iGia, ev noAfois, avunpoownsudtav and to EKKE). Etol 1o Kelpevo
kukAo@opnaoe napdiinia pe v ékBeon kai pe tnv AAAn, tv enfonpn pnpocoUpa nou unéypagav 6Aa ta péin s opddas.
To napaBéroupe yia 1otopikoUs Adyous.'3

An’ authv v nepiobo kal €EAs ta patpa Ba npwrtaywviotolv ous cuvBéoels tou. Eival ta patpa tou névBous, tns
katayyedias, twv okidy nou Sev avanavovtal, Tou GaciopoU nou KaipoPuiakTel, Tou SpApatos kail tns poipas nou dev
g€opkilovrarl elkoAa. Enions, eivai ta padpa tou film noir, twv taividyv tou ZapAd, twv EuAoypagidy tou Xnupou Baaoifigiou
Kal tou Tdooou pe B£pa tv Avtiotaon, twv «enikalpwy» nou £dgixvav evBouciaopéva evdriov evds noAuninBous 6co
Kal anoofofiwpévou koivou, ta eNitelydata tns «eBvVIKNS NV KUBepvhosws». MPOKeItal yia tnv EMNICTPOPH NS ynpaids
Kupias, n onoia enavadiekdikei ta Sikaiduatd ts anévavu otov KOoHO twv elkovwv. Affims, Eavanovidpovtas oto palpo.
Tieipwveial O1 nP@IPOI HOVIEPVIOTES Tou 190U aidva KatiyyeliAav us padpes oki€s tns pompier {wypaikns tou Gérdme h
twv ovelpodpapdtwy tou Bocklin ws 1o kate§oxnv kAIoé tou akadnpaiopoy. Tdpa ta palpa eMCTPEPOUV XpNoIPonoINpéva
and veapous apaykapvuotés, OxI ws popavukn petapopd afid oav éndo dueons katayyenias. To palpo ws KAteGoxnv
noAiukn cupnapadniwon.

13.  Néyku Kouvevakn, Néor EAdnves Peafiotés, 1971-1973. H eikactiki Kai koivwviki napéuBaon pias opddas, €. E§avtas, ABhva 1989,
oo. 50-51.



Mpondtopes Kal ouvodoindpol

®oBapal nws 6,u ohuepa deondlel oe naykdopio eninedo ival n xvn pias dueons katavaiwons nou ennpeddetal and us
otpatnyikés s ayopds kai i Aoyikh tou lifestyle. Mpodkertar yi’ autd nou anokald «Coca-Cola art». AnAadn yia v ékppaon
€Kkeivn Mou ndel pe 6Aa Kal nou enidIMKEl T «paviacpayopia» avtl tns PéBegns. As pnv Eexvape 6u n Phantasmagorie gival
KEVTPIKA €vvold s KPITKAS Tou noAiuopou nou enixeipel o Badtep Mnévyiapiv, akoAouBvtas tov Map§ étav autds piid
yid T0 QEUXIOPO ToU eunopedpatos, 6niadn pia yeudaiobnon ki éva unokatdotato oxéons. Ev npokelpévw, o Mnoviiép
unootnpilel ws xvn 1o ovelpondAnpa nou yivetal épyo, tautiCovtas tov KafAitéxvn Pe tov Apwa s vEas ENOXNS Kal Y’ eKel-
vov nou 6’ anadndgel tnv acukn td&n and v uotepia wns. Xhpepa, ndn, nepiooglel n peAayxofia tns pataiwons, KaBws
n KaAAIexvIKA 181atepdtnTa Katanviyetal h eEaviieital G6o€a oto kupiapxo nepiBdAAov s aioBnukis taxugayias Kai ms
«b1aokébaonsy» e KGO tunpa. Ews v andAutn ékdgiyn ts Unap&ns eunpds otn deonoteia tou Beduatos. Apa avuiap-
Béveote nws auth n xvn yia v onoia oas YA pnopef va Asitoupyei ws popen avtiotaons oty enepxopevn adAotpiwon
kal v emBePAnuévn AvwBev opolopopeia. Znv eutuxia s nAngns, dnAadn.™

K1 éneita akolouBei n puyn oto Aovdivo. O Katloupdkns, Afyo rpiv SiaduBei n opdda wov «Néwv EAlnvwy Peaniotdvy,
bounevel 1o tefeutaio €pyo nou tov ouvdéel Y’ ekeivn tnv npoPinpauxi. Mpdkeitat yia v avanentapévn «OIKoyEvelay, Ty
onoia ocuvBétouv pwtoypagies an’ 1o oikoyeveliakd dapnoup aiid kal o1 xUdnv eIKGVES Mou €ICTIPATIE! O VEAPAS EPIYKPES OTN
Bpetavikn npwtetiouoa (1972). E6® Ba cuvexioel us onoudés tou kail Ba Eekiviioel pia otadlodpopia «noARd unooxdpevny,
agou noAu cuviopa Ba dmael éva €pyo and ta Mo npwtdtuna Kai epeBiotkd o’ oAdKANPN tnv eupwndikn oknvA. H yvwpipia
Tou e tov ltafofpetavéd Eduardo Paolozzi Ba tov Bonbnoel va ekBéael us avapxikEs iotopies tou otnv Serpentine Gallery, ava-
kafddvtas otous peydnous tou kapPdades tov Poussin, tov Veldzquez, tov Caravaggio afiid kai tov Foucault, tov ©g6giio, tov
Toapouxn, tov Godard fh tov Edward Hopper. O tpiavtdpns nia dnpioupyds E€pel to €pyo tou Bacon, tou Freud, tou Hockney,
tou Kitaj, tou Hamilton, tou Blake, 6nws E€pel kai 1o ns va cup@Upel 6Aes autés Ts etepOKANTES onukés nAnpopopies o' éva
nelouks 600 Kal napddo€o ouvono. Exel nigov Bpel 1o npocwnikd tou Ugos. Eva Ueos Nou To ouykpoTtouv To chiaroscuro
Tou Mnapdk, ta yupva tou Toapouxn, tou Manet kai tou Bonnard, n kafeibookonikn paud tou Kitaj kal n npocwniki tou
eniBupia va Sikaidoel 6aes €1kOveS napépevav adikaiwtes oto urnocuveidnto kal ta dvelpd tou. H yuxavanuon 6 Ba gixe
va pas nel noAfd. To npdowno s pdvas tou —nou naviws dev Bupdtal—, o1 PIyoUpes twv aviaptdv nou PBoudidlouyv oto
oKOtdd!I, Ta Koppéva KePAnia, n Iotopia nou cuvexiCel v’ avanvéel pev anAd ndvia Pe ta NVEUPOVIA TWV VEKPMDV.

Xhpepa (oupe og oldkAnpo to —Pialo— naykoopionoinpévo tonfo NePINTMOEIs UNTPOMNOAITIKAS auBevTias Kal TEXvNS s
nepipépeias, ériou Beopol —diebvels h Tonikoi—, opeis kar dnpioupyoi epnAékovial otnv KAtaokeun pias kabonou lotopias
s olyxpovns Téxvns, arnokauntovtas tn Aeitoupyia evés KUPIaPXoU «UNXaviopoU» 0 onoios eVIoXUEl N anoppintel Ts enipé-
pous «iotopies». Opws, piidvias yia «iotopia s Téxvnsy», Kal ekkivdvias and v eAAnvikn nepintwon, npénel va AdBouye

14. Ma@avos Xteavidns, fudiivo Mdu. Kefueva yia tov noditioué kai v aioBnukn tns évéeias, exb. pis-®iAinnétwns, 2006, «H aiodnukn
TOoU aviepou», 0o. 24-25.

15.  Nikos Xat¢nvikoddou: Katdioyos ékBeons, KafAexvikéd Mveupaukd Kévipo Qpa, H eioBoh tns lotopias, onpgichoels ndvw otn {w-
ypaikn tou Kupidkou Kat{oupdkn, 1985, oo. 10-11.
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unéyn 6u aoxofloUpeba pe dUO €vvoies KAt ouofav CUYKPOUCIAKES: TNy «iotopia», SnAadn pia eniothpn pe pébodo kal
ouotnpatkés Oiadikaofes, kal v «éxvny», TNs Onoias to Mio evoIapEPOV OToIXEio gival autd NMou aduvatoUys va evidEoupE
OUS QVWTEPW OUCTNHATUKES peBodeloers. OUtws einelv, n dianAokn tou gBvikoU kail tou SiEBvous péoa and CUYKEKPIUEVES
EVEPYEIES Kal —atopika h cuAdoyikd— yeyovdta Ba pas odnyoloe otnv enavegétaon KAMoIwyY 10TOPIKWDY CUUNEPACUGTWY
nou Bewpouvtal, katd tekPnpIo, apetakivnta. Andadn, n eupwnaikh 1otopia ts xvns nepiAapBavel e€ioou —400 KiI av T0
ayvoouv ol Siakekpipévol Eupwnaiol Iotopikoi— 1oo tov «owpatkd» Lucian Freud 600 kal tov MNavvn Toapouxn, 1600 tov
Ed. Arroyo 600 kal tov YEwPETPN s tpugepdtntas MNavvn Mépain. Mévo nou otnv npokeipévn —AANVIKA— nepintwon Sev
unnp&e évas Greenberg yia va SIEKGIKNOE! TNV «UMNEPOXA», TO «UeYANEio» N, £0TW, TNV ENAPKEIA KAl TO £€YKAIPO TWV EYXDPIWV
kafAtexvik®dv npotdogwy. H oUvtopn iotopia tns veoeAANVIKAs t€xvns BpiBel and NePINTHOEIS TEXVOKPITIKMV Nou GoKNoav,
600 pnoépeoav,  pIKpH H peydin e§ouaia tous —n.x. o Zaxapias Manaviwviou n o Ayyeios Mpokoniou n n'Epn Oepeviivou
h o Kitoos Makpns K.d.—, adid dev npomOnoav o tonikd 1otopikd UAIKS otnv eUpUTEPN TEXVOICTOPIKA XOAvN.

Xtov kofogva, Aoindy, s HIVUIAKAS utuxias Kal tns oleAdppoIas Twv IKOVwY s, N {wypa@ikh ogeifel ndAl va kata-
Béogl otoxaopd kail va unepaonioBbel v 1EpdTNTd ts. Me tous nafioUs, XEIPOnointous tednous nou yvwpilel kand Kal nou
Ba pnopouoav und npolnobéoeis va §avayivouv enavactatkoi. Xhpepa péoa anod to Béapa n Kupiapxn taén emPBeBaicvel
VOPKIooIoTKE tnv e§oucia tns, kaBiotdpevn n iB1a «1gph». MPOKeItal yia tn «payeia» tou noAiukoU nou pnopei £tol va ano-
VEUPMVEI TV 6rola téxvn Kai va v kabiotd diakoounukii. O I'ku Ntepnodp to e kand: To B¢apa eival avtiBeto tou Adyou.
N’ autd kat n kpion s {wypagikns aviavakid tnv kpion oAdkANpou tou actkoU oikodopnpatos, Kupiws eneidh auth avu-
KOTEoTNOE 0 «Adyo» Tns pe ta B€Ayntpa tou Bedpatos kal avti otoxaopods katénnge nupotéxvnpa. O Kupidkos Katloupdkns
avaflel péoa and {wypagikd evotaviavé, nou dnnote epwtotponoly Pe to enikd kal difote poidlouv pe pouaikhi dwpatiou
N pe napainpnpaukés ikdves nou unoPdnifouv aiviypata, ta afua autis s kpions, ta adiéEoda afid kai us eknAngeis
nou to pénfov emeuidooel. Odnyds Tou n emBupia Kal T aKAPATo EpWUKS omdua, 6nAo pad kar eEopkiopds evavtiov tns
onolacdnnote Beoponoinpévns Bias, onolacdnnote affotpiwukhs diadikacias.

O Zwypdapos npotpénel Tov ENICKENTN Tou va eniBpaduvel Tov NPoownikd tou Xpdvo Kail va katadubei og évav KOO0 cwpdtwy
Kai npoownwy ta onoia 8éAouv va ekppdaouv 0 §pdua n tn Sikaiwon, tn poipa tefikd, tou 8ikoU Tou amatos N NPOoamou.
Auth n retardatio, péoa og pia enoxn adig§odns enitéxuvons, nxel cav avBpwnioukd aftnpa Kal oav enBupia ENICTPOPRS ot
évav kbopo ouveidntoroinons tou ainBivol puBuoU tou kéopou. TéAos, N aglornoinon twv IoToPIKV Mou KPUBOUV oI EIKGVES Kal
n avixveuon evés oUYKeKPIPEVOU okenetol og autés otoxelel oto va KatadeiEel tnv Unapén ki dAfwv «agnyhoewvy nAdl otnv
lotopia, T duvatdtnta kI AAAwv cuvbuaouy, népav twv dokipaopévwy, kai tn 1dBeon va diekdiknaoel kar aifids to, oUtws
n anAws, noAudidotato ompa s Kovhs upwnaikns pas napadoons. Epdoov, mutatis mutandis, n petanofepikn {wypagi-
kh otnv EARGSa punopei va evtaxBel o’ éva eupUtepo supwnaikd niafolo, oo and nAsupds aiocBnukns éoo Kal and nAeupds
16eofoyias. Yndpxel évas oppdnios Awpos nou cuvdéel tov Bacon, tov Toapouxn kai tov Katdoupdkn, Pe KoIvé napavopaotn
0 opa, TV enBupia Kal tn JETAPOPPWon Tous o€ aioBnTké yeyovos. To odpa nou enotpépel BpiapBeutxkd otnv eupwnaikh
Cwypaikn petd tov nénepo ws duvatdtnta enavactacns, ws Hopei nou dpdvias napapubnukd Kal avatpenukd omdl... O
Bacon fégl: «AloBavopal O €ipal onit Jou PEoa oto XAos YIaT To XAos YevWdel oto puaid Pou eIKOVES...» .18

16. Mavos Ztepavidns, Zwypaikn eneién Béatpo, SnAadn kivnuatoypdpos, n nepintwon tou Kupidkou Kat{oupdkn, Emotnpoviké Zupno-



Kdtoikos Aovdivou, 1973-1985

Mpokertal iows yia pia and us o peatés nepiddous s otadlodpopias tou Katfoupdkn. Na v enoxn nou kuopdpnaoe 6Aes
us enépeves Kal pnédwoe v evdopuxn d1éBeon tou {wypd@ou yia T BeatpikN-oveIpIKh aiocbnon twv npaypdtwy, yia ty
IoTopia nou eknintel oto KaBnpepivd N tnv banalité kal to aviiBeto- yia Tov «pdéuo» twv peydAwv NAACUKOV HOPPmY Tou
napenBoévtos nou kateuvadletal pévo pe t Buoia tou enikalpikoU.

Mpénel b va nw éu n pikpn napddoon s veoeANNVIKAs {wypagikis katatpuxetal and éva Bapl cuunAeyua, piav «£d-
Agiyn tou natépay, yia va pifhooupe pe yuxavaduukoUs épous. Auth opeifetal oto 6T N EUpwNAiKA 10TOPIa TWV HoPP@DV
eloépxetal Biaia otov nepikieioto noAopd pas pe i Bauapokpatia. Zuvieneital tdte évas otavikos «EKUOVIEPVIOHOS» Kal
éktote ol peydnol pas {wypdgol, and tov INidn ws tov MapBévn kar and tov Manadoukd ws tov Znupodnouno, tov Toapouxn h
tov Mépain, yaxvouv SiaioBnukd autd to anofeaBév kévipo, avanapdyouv atafiotkd oto £pY0 TOUS TS XAUEVES NEPIGOOUS
NS EUPWAIKAS glkovorolfas, tnv Avayévwnon kai 1o Mnapok. Kéu tétolo eival e§aipeukd epgaves otny épeuva tou Moépann,
n onofa avtavakAdtal kal otn didaokadia tou otnv AZKT. Eival, Aomdv, andiuta Sikaiodoynpévo 1o yeyovds 6t Sekddes
(wypdeol petanofepikd, aoxéwws aloOnuk@v enidoydy, «eniotpéouvy ota peydia épya ts eupwnaikis napddoons gifo-
exvavtas aglepipata (hommage a) otov Veldzquez, tov Greco, tov Caravaggio, tov Poussin, tov Delacroix, tov Manet, tov
Renoir, tov Monet, tov Matisse, tov Magritte, tov Picasso, tov De Chirico, tov Bacon, tov Yves Klein, tov Beuys k.d. Evéeikukd
avagépw tous Toapouxn, N. Keooavin, Eyyovénouno, Ikika, BA. Kavidpn, H. Aekoundko, A. Kavakdki, ©. MNdvto, A. Aefidn,
I'. Wuxonaibn, A. Xxouddkn, A. Mutapd, I'. Aaléyka, M. TaBabd, K. Moptapdko, B. Eévou, EA. Mwpaitn, Mnva (ZepeptQav),
A. Apouyka k.An."” Av o Kévtoydou kai n yevid tou ‘30 Eavadiekdiknoav piav eAAnvikh diaxpovia pe Spous VEWTEPIKOTNTAS, Ol
enfyovoi tns dev NBefav tinote nepioodtepo kai tinota Alydtepo and v eupwnaiki tous kAnpovouid. AnAadi Tous xpuoous
aimves s {wypagikns otn MpaidHneipo. Nopidw nws e evidooetal kai n 161aitepdnta tou Katdoupdkn otnv nepiodo tou
Novbivou. Ané tn pia n National Gallery kai o1 cuvexeis aipvidiacpof tns pe ekeivous Tous NivVaKes nou épepav t oppayida
s 1610¢uoUs paoctopids, afild kai tns ewupnyopias s iotopias, kai and tnv dAdn n avaduon tou PETaUOVIEPVOU UPOoUS
péoa and ta kpdoneda tou HoviEPVou, T onofo VOUIUoMNoIoUoE eniyapies, cupyngiopous, enafinAies, omukés enikoANNoEls
Kar avapxikous ocuvelppous. lNa tov Katoupdkn ndviws n Kataguyhn otnv lotopia —kai n tnv iotopia ns xvns— anoteiolos
Sikaiwon ekeivns s npaypaukdtntas nou éuoiade va oépvetal.’® ‘Hon n euneipia Tou oto oiveud pe us «MéEpes tou '36»1°
T0U ©. Ayyeddnouflou kai to «IMpo&evid tns Avvas» tou [1. BoUflyapn tou npoondpile tous Tponous yid va UNePAcriote] tooo
v kaBapdtnta Kai th capnveia 6c0o Kal 1o aiviypa s eIKOvas: ENPOKEITo yia 1o montage. An’ v aAAn n yuxavaAuon otnv
onoia unoBandetal eni xpévia anefeuBepdvel evids Tou duvapels nou napépevav péoa ota pavpa kal napdAinia tov 8i8Gokel

olo, ©€atpo Kal Kivnuatypaos, Sswpia kar Kprukn, 16-17 Anpidfou 2010, Etwaipeia Znoudmdv NeogAAnvikod MoAiuopoy Kai
levikis Maibeias. I16putis: IxoNn Mwpaitn, oo. 147-161.

17. Mavos Ztepavidns, EAdnvopouceiov: Entd aidves eddnviknis {wypaiknis, 1ouos n’, ekd. ET, 2008, o. 14 k.q.

18. EfAévn Bakano, H pualoyvwpia tns petanodepikis wéxvns oty EANdéa. Metd tnv agaipeon, taptos toos, k6. Kédpos, ABhva 1985,
0o. 123-124.

19. O ttAos napanépnel og oudvupo nivaka tou Katloupdkn tou 1970.
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nws tinote dev gival «aBmoy, tnote dev e€avtAsital anokAgioukd os pia opBofoyikn epunveia. Autd to kaivoupyio dikaiwpa
gunAouTifel TNV EIKOVOMOIia TOU e TO otoIxeio Ts aubevukdtntas kal tou Babid eneepyaopévou Bicdpatos. H {wypadikn tou
@Aeptdpel aNnd noté dev ponuvetal ouciaoukd and tov kapkivo s eAANVIKAs {wypaikns, nou €ival 10 VaPKICOEUOUEVO
@oAKAGp kal n egpovh oty agnynon-napdotacn. Avtideta, ol mo QI660Ees CUVBETEIS TOU NAPAUEVOUV HETEWPES WS NPOS
v gpunveia Kal v Katdtagh tous, oo nio SIKalwpéves GCO MNIo aunxavo UNAPEE To Koivd Nou us nepIEpYAoTtnKe. Tpidvia
xpbvia Hetd Siatnpolv Kal To JUCTAPIO Kal TNV NpdTN Tous yonteia afdPntes- kI autd eivar onoudaio.

H eniotpoen tns {wypaiopévns popens ival éva képdos rnou Ba anotefodoe opdnpa va to anodidape otnv aduvapia 1ol
onpepa va anaiayel ané ta otepedtuna s napddoons. H eniotpopn auth unodnidvel NEPICOSTEPO TNV avaykn va §avap-
xioouv ta npdypata and v apxn, va enavadiatunwBoulv KArnoles €vvoles Nou CUCKOTOE N napavénon h n Katdxpnon Kai va
Eavakepbioel o AvBpwnos ta dikaidpata otn pop®hn tou — dnAadn 1o Sikaiwpa pias aute€odolas eppnveias, tnv ynAdenon
gvos véou oupaviopou. H {wypagikn popeh rnou enavakaiuntel 1o cupBonikéd ouyK'spoopé WV ENIPEPOUS ATOUIKOTATWY,
v ava-napdotaon ts eAgubepias tns, MoU 600 NEPICOOTEPO BewpEftal autovontn 1000 SPACTKATEPA UMOVOUEUETAL. .. X€
Hiav enoxn Unepoxns tns NAeKTPOVIKNS glkdvas kal kaBodikhs eniBofns pias anpdowrns texvofloyias n {wypagiopévn Hopen
unodudpevn to avBpnivo tns npdtuno eival oav va Aéel: «efpal edd diekdikdvtas to apxaio kdAfos éotw K av efval opatés
ol eNINoels pias paywdias. .. ».2° Ytov Katloupdkn auth n «emiotpo@i» cuviotd cuyxpdvws modus operandi afnid kai
npoétaon yia va unepPabel n kpion s €xvns yeVIKOTEPA KAl TOU HOVIEPVIOHOU €18IKOTEPQ.

O povtepviopos, Aoindv, n wotkn SUvaun Tou nponyoUpEevouU aidva, Apxioe va EeBupaivel 6tav anodUBNKE T0 «CUVWHOT-
K&» Kl ApIOTOKPATIKO XAPAKTPA MoU Tov NePIdPIlE o€ pia pikph opdda ekiektdv kai Siekdiknoe naykdouia npofoin. Hon
LETA o B’ Maykoopio ndAepo —kal pe kopUgwon tn Sekagtia tou ‘70— o1 katd ténous 181aItepdnTes ap@iofnaoav t Jovo-
AIBIKOTNTA TWV VEWTEPIOUK MDY atepeotinwy. To véo «6oypa» éneye nepinou ta egns: Xe Siapopetkd xpovikd h tonikd onpeia
bev pnopei va napaxBouv idies kal anapdinaxtes pop@és xvns. Ki av napdyovial, 1Ot 10 paivopevo 6€ov va epunveudei pe
e€wkanAitexvika KpIthpia kail va avaxBei os Siadikaoies pntpononitukns nyepovias. H petanofepikh eupwnaikn oknvh BIVel
agevés v e€Gpnon s and v unepatdavukn PNtEOnoin Kal apetépou embIMKEl PE TONIKES «oxoAEés» va OIeKOIKNOEI
0 U@os pias napddoons nou avavedvetal kal avuotéketal. O yepuavikos VEOeENPETIOVIoNSs eKPPAel HIa TEToIa POHAVUKN
otpo®n atnv 1Bayéveia, oty Heimat, evd o anopovwpévos kal apxaikds Stanley Spencer?' unopei va 16w0ei ws o npédpopos
v ayynikdv tdogwv Npos «aveEaptnoia» anévavt o€ onolodnnote poviepvioukd npdwno. To 1976 o R. B. Kitaj opydvwoe
v ékBson «Human Clay» oty Hayward Gallery npwtoSiawndvovtas v évvolia s «Xxonns tou Aovdivour. Or Bacon,
Auerbach, Freud, Hockney kai Kitaj iex8ikoUv £€vav psafiopé ninpws avtiBeto npos t Aupikh agaipeon tou Soulages, tou
Mathieu f tou Hartung. H avBpwrnopop@ikih «cuvtnpnony s Ixofis tou Aovdivou Ba SikaiwBei nAnpws eknopbdvras 1o
1987 10 apepikaviko Hirshhorn Museum oty Oudaoivyktov, o onofo giio&évnoe pe tepdotia enituxia avadpopikn tou Lucien
Freud (1922). To 1981 owtnv Royal Academy @ido€eveital n opadikn ékBeon «Eva Néo Mvelpa otn Zwypagikh» («New Spirit in
Painting») pe épya twv John Kirby, Steven Campbell, Peter Howson, Bruce Mc Lean, Alison Watt k.4., n onoia anotedel cagn

20. TpPA. tnv npétaon tou Jeffrey Deitch otnv ékBeon «Post Human», FAE Musée d’Art Contemporain, Pully/Lausanne, 1992.
21. Metd i Aiktatopia, o Nikos Mapafis npwtootdnoe oto Aovbivo yia th dnpioupyia evés cuiiéyou Oiwvy tou Spencer. O Katlou-
pdkns BéPaia Atav evepyd pénos!



bnAwon s {wypadikns arnynons nou eniotpéPel oto vnof kKal pafiota €i1s Nefopa twv vwoloAoYIKMY UPovVAY s undAoinns
Hneipou (Continent). Tnv ékBeon opydvwoav o Xp. lwakeipidns, o Norman Rosenthal kai o N. Serota. O M. Archer, 6niws
kar o A. B. Oliva, ouykpivel tnv ékBeon «Eva Néo lMvelpa otn Zwypadikiy Pe to eniBeukd Zeitgeist nou opydvwoav enions
o Xp. lwakeipidns kar o Norman Rosenthal Afyo apydtepa oto Bepodivo. ftnv idia aopanids {wypa@ikh avidnyn avikouv
o Clemente, o Paladino, o Garouste, o Combat, o Le Brun, n Rego k.4., pia avtidinyn nou yovipornolsi eviunwaoiakd tus 0o
tefeutaies dekaeties tou nponyoUpevou aidva.?? O Kupidkos Katoupdkns avadeikvietal Pe T €pyo Kal T YeVIKOTEPN €peuva
otov KOOHO TwV eIkOvVwY opdtporos tou Kitaj oo kal tou Blake, affid kai tou Auerbach, evdd oto Mapiol opddoges nepintd-
oels eival acpands o J. Rustin, o S. Szafran, o Dado, o Segui kai o L. Cremonini 1 o XépBos Velickovic, aupdtepor kaBnyntés
otnv Ecole des Beaux-Arts. Auth n «emiotpo@hny» s {oypapIoPéVNs OTaTKAS EIKAVAS UECA OTOV OPUPAYS6 Ts NAEKTPOVIKAS
086vns nou avaBooPhvel eniBeukd, evéxel 1o xapakmpa xpnopou. XupBodiCer pia véa avBpwnonoyikh épguva nou SieCayetal
oxi e ta énfa pias diafoukoinpévns enictipns aiid kai pias Téxvns nou Bénel va §avayivel 1gpn. «O “avBpwrniouds” s
Avayévvnons, o “opBoAoyiopds” twv KAaoIKMY» onpeihvel 0 Douk® «unépeoav va SMoouv pia rnpovopuioUxa 8éon otous
avBpdnous péoa oty td&n tou kéopou, bev pndpeoav SPWSs va oKeEPToUv Tov GvBpwro... O dvBpwros CUYKPOTABNKE ots
apx€s Tou 190U aiva og cuotoixia Pe autés (Us KataywyIkEs) 1I0TopIkOTNTes, e 6ia autd ta npdypata nou eival kgiopéva
OTOV EaUTS TOUS Kal SEiXvVouv. .. TNV anpdaoitn TautdtnNTa NS KATaywyAs Tous. .. »2

Mos (wypagiletal n cuviéneia

Ev apxh nv o x@pos. Eva dwuduo, ouvnBws to atenié nou PETaPOPPUVETAl o€ okNvA BeATPOoU via va unodextei ts « Agomnol-
vides twv Tigdv» h tous Opduous s ouypns nou opkidovtal. Enerta o xdpos 8’ avoiel P’ éva travelling, 6a kuopopnoel
évav véo pefodpapatkd opifovta n pia vixta nuoppoouod. H dwudua ki dAfa dwudua kai Siadpduous cav Kouivies h oav
€0WTEPIKA Tou Vermeer yia va npoguidooovtal ol oKI€s twv neBapévwv n dowv agédnkav va yuxoppayouv. Ti yupelouv
Opws 600! hpwes 0’ autd To otevd tonio, otnv Npdooyn evos Kageveiou unopwtopévou and pia Aduna acswivns, P’ éva
Yupvo Kopitol ékBeto ota pdua twv HeBuopévay, Twv oTpatwtdyv Kal Tou ©8odwpdkn KoAokotpdvn nou PEPE! e unepn@aveia
1600 v nepikepanaia 6oo kai v képa tou; H popavukn @uon tou {wypdeou xpeiddetal 6An auth tn pntopeia éxi yia va
upvnoer évav Bolivar i tov Oduocéa Avdpoutoo, énws o Eyyovonounos, adid yia v avié§el Tov anop@aviopo wwv NUEPHV.
Ki o épwrtas, 6pws, dev Aertoupyei napapubnukd 6nws otov EAUTN, afid pdAfov cav pia akéun aywvia s cdpkas rnou
@opés dev napafdooel tnv aywvia tou Bavdtou. fin pubonoyia tou Katdoupdkn ta npdyuata nou avunapatBevial propsf
va gival ol avidptes, ol OKOVIOHEVOI NPWES Kal Ol OKOTEIVOT EPYATES OE OXEON WE Tous Kanolwiopévous aotoUs Kal ta Asukd
KoAdpa, ta npwikd Bépata s peydnns {wypaikns Onws to TETPIPPEVO ts KaBnpepivotntas, pia BApka rnou AGUVel oto
ob6otpwpa kar o Ounpos-fouvu kéBp1 tnv anabavatilel o' éva 1payoudi, ndvia Gpws éva Kopitol, o TUEPOS Nou GwTLel tn
olvBeon kai bivel vonpa ous avubéoels kar us anokdivouoes eikdves. O Katdoupdkns givai évas epwtkos {wypdos eneidn

22. Michael Archer, Art Since 1960, Thames and Hudson, Aovdivo 1997, o. 146.
23. Mio€n ®ouk®, Or Aéers kai ta lMpdypara, ptep. Kwotns Manayidpyns, ekd. Nvdon, 1986, o. 437.
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efivar évas noAdiukos kaffitéxvns. To puaid tou éxel ndvia 1o €nos kal 1o ocuvaiodnpa. Tnv eniBupia Kai 1o Xp€os.

O npooekukds napampntis Ba dianiotdoel nws and myv enoxn twv «Néwv Peafiotdv» €ws 1o «TéunAo» o Kat{oupdkns
neipapauldtav ota noAvntuxa h kaddtepa ous onovoulwtés, nonUuopes eIkdves, €va €idos altarpiece (predella, retable),
glkovootaoiou pe diakontdpevn apnynon oav Petdnes. Xapakmplotko gival 1o &intuxo «Ainfin lotopia» (1969-1970) pe us
€vOetes e1kOves Ndvw otov KapPd, s anopIUACEIS PWToYPAPIMY N CNPEIHOEwWV Kal T okid Tou {wypd@ou ws XMPOoUS Péoa oto
x®dpo. (O1 napaicbnukés anoddoels pias npidas pe kandoio kal evés KOKKIVoU puwtiotkoU eniteivouv tnv yeudaioBnukdtnta
s oknvAs.) To épyo e€etéBn otov «KoxAia» to 1973. MoAunwxo o€ 18 ioopeyébn tunuata gixe ekB€oel kal o Mnétooydou
otnv i61a €kBeon. Enions, B€Aw v’ avapépw 6t o nivakas dnpoacieletal ws «AinAn lotopia» oto PiRAio «Kupidkos Kat{oupd-
Kns, n nepinéteia ms {wypagikns. Zudntnoels pe v Méyku Kouvevdakn»?4 kai ws «H lotopia evés AyopioU ki evés Kopitolol»
oto BiBAio tns idias ouyypagéws «Néol' EANnves Peaniotés 1971-73. H eikaoukh Kal Kolvwvikh napépfaon pias opddas».2®
Yuykekpipéva yia tov nivaka, ypdeel o Miuns ®wuddns otnv epnuepida «Becoalovikn», 18/4/1974:%¢ «... Eivai to mio pa-
Aakd €pyo s ékBeons. Mia Baupdoia yAuka nepiéxel éfov tov nivaka. Opws, opiopéva onpeia tou givar kaBnAwpéva otn
vatoupanioukn tous anédoon, n.x. n npida kdtw 6e€1é Sev vopidw tefikd éu yivetal “kabnpepivé olppoio” oo Suvatd nou
va KAvel “pia KpIukh anokatdotacn s ainBeias” énws ypdpouv...». YnevBupidetal, ©€Aos, nws 1o «TEunAo» pe TE0oEPIs
«Beomnoukés elkdves» nou napouacidlouv and dUo eiyoUpes kai pia pe ooepa noptpéta anid eayioly, e€€0goe otnv Ayyiia
10 1978. Avanoyns opyavwons gival kal o eviaios kapPdas tou 1992-93 pe titAo «lotopia» kal diactdoels 200 x 300 k., 0
onofos avantdooel 10 gpwukod, VUXTEPIVO Tou Béua o 24 opoeidn kapé (sic). ERAena npdogata otn Neue Nationalgalerie
kai tnv Berlinische Galerie tnv ékBeon «Kunst in Berlin 1880-1980». Ta Bacaviopéva odpata tou Ludwig Meidner, tou Felix
Nussbaum afid kupiws n aneAnioia twv eykAeiotwy tou Karl Hofer pou BUpicav éviova tous avtiotoixous Bacaviopévous
tou Katloupdkn and to «TéunAo» ws tnv ékBeon «Xmdua Eudiwto» tou 2010.%7 As ejpacte KaxUMomTol yia tnv Téxvn ekeivn
nou anguBuvetal oto ocuvaioBnpa kail éxi otn vénaon. Mou enidithKel NEPICOOTEPO VA CUYKIVACEI Napd va pas 81apoponoInoel
v dnoyn rnou éxoupE yia tov kKéopo. To npoontukd aUotnpa ts Avayévvnons gival 1doo yeudés otnv aAnBo@aveid tou 600
10 va BAéneis nodoopaipikd aydva and tnv nAedpacn Kai va vouilels 6t éxels 1piodidotatn eNonteia Tou XMPou.

H unepPonikn ene€epyaoia tns oéppas katannyel otnv enithdeuon kai tn diakoopnukdtnta. Epeis ndAr opvioupe og piav
ékppaaon rnou dev avayvwpilel auBevties, kateotnpéva i duvdotes Kal Bewpef 6es us eMAOYES AVOIXTES Kal VOUIUES, NOU €ival
noArkn afid éxi otpateupévn, olyxpovn anid éxi ekBlacukd «poviépvay, Pe ouveidnon evionidtntas aifd oxi tonikn. Miav
£kppaan, téios, nou Bounetal va undpxel evids lotopias étav n lotopia, napapepiovtas ta enNIKOIVWVIAKA MUPOTEXVAPATA
Kal ToUs nupotexvoupyous, apxicel va emitefel to €pyo tns. Ki éxel moAu kaipd va yivel éva Badpa o’ autdv tov 6no. Téxvn
Ba nel va wibupicoupe thv npoownikh pas 1otopia oto agti s Alwviotntas.

O Kupidkos Katoupdkns kataBétel pia {wypagiki s enibupias Bidvovtas ta enikaipa npoPAnpata evés ouyxpovou Ko-
opou. H KAAoIKAS MoIGTNTas TEXVIKA TOU EUYUXWDVEI CUVOETEIS pIaS KIVNPATOYPA®IKAS apiynons pe évtova owdi{apiopata,

24. Kupidkos Kat{oupdkns, n nepinéteia tns {wypaikis. Zudntioeis pe tnv éyku Kouvevdkn, k6. EEGvtas, 1994, . 19.

25. Téyku Kouvevakn, Néor EAfAnves Peafiotés 1971-73. H eikactikn kai Koivawvikn napéuBaon pias oudéas, €k6. E€avtas, 1988, 0. 77.
26. 6.n.av., 0.78.

27. Berlinische Galerie, Landesmuseum fiir moderne Kunst, Photographie und Architektur, Kunst in Berlin, 1880-1980, NoépBpios 2012.



cuttings, au€opeidoels peyebdv, anpdPienta nAdva i napadofous pwticpoUs ol onoiol avadeikviouy ta éviov oToIXeia Kal
Siafvouv v e€wtepikn TEAEIGTNTA TwV HOPPWV. O {wypaPos autds £xel tTnv unopovi apuldvou dtav othvel ta uneppeyEbwy
Siactdoewv eikaoukd collages tou, ota onoia ndvia undpxel Pia Iotopia, éva puotipio, SnAadn n mBavotnta s Nons Kal
n duvatdtnta tns KdBapons. e ouvBéoels dnws 1o nafaidtepo «Tépundo» (1994) n oteped {wypagikh diadikacia SUckoAa
anokpUnTel Tov avatpenukd xapaktpa twv eikovidpevwy. Katd Bdon o {wypdgos akoiouBel tn cuykaduppévn sipwveia
twv collages tou Max Ernst, enipévovias 6pws oto £€nos i yedoidtnta tou kabnpepivold Spdpatos. Ta avioa peyébn twv
npoonwv, Td aonaipovia ohpata, ol Pryoupes nou eAfoxelouy otn okid, n facavioukn Kail Pn ekninpoUpevn oeCouanikn
enBupia, n ayvétnta nou npofdaiietal ws pikpoactukh oUpBacn adid kai ws yépas pias avbpoKpatKAs Kovwvias, napané-
pnouv 16co gtov Freud 6oo kar gtov Marx. Kupiws éuws napanéunouv otn peydin eupwnaikn {wypagikn, and tov Tiolavo
ws tov Courbet, v onofa o Katdoupdkns avavedvel Je Npoownikd Ugos Kal akdun rnio npocwrikh dnoyn. To 1955 o
Lacan oxonidder éva dvelpo tou Freud énou to «avoixtd otduar» gival to aiboio and énou enndd n kepann s Médouoas. O
unowiacpévos Ba avayvwpilel acpans oe authv thy eikdva thv dypia uyeia twv yuvaikay tou Katloupdkn. O Jean Rustin,
ané tnv 4Ann, eioou opdtponds tou {wypdpos énws Kal o Bacon n o Peter Blake, éxovtas peydin Bntefa otnv agaipeon,
ENIOTPEPEI oTNV WPINGTNTE ToU o cUVOEDEIS driou n PiyoUpa kuplapxel Spapaukn, anopgaviopévn, epiantuxn. O {wypdeos,
xwpis oudbd6AwWs va otépyel oto Ypagikd A 1o ped, napoucidlel dvta yupva kar puiakiopéva os douia n yuxiatpeia. Nepiepya
avBpwrioedh pe appiopfntoduevo eunio napadopéva oe pia @Bopd tou ompatos, Tou XpOvou, s Pvipns — cUpBona evés
nofiuopoU riou ohnetal péoa otnv autapéokeld tou, ta niidopata tou Rustin, Siatunwpéva oe uynid wypaeikd nbos, Sev
enaitolv oikto afd Asitoupyolv ws kaBpéntes Ppikns. ENotpépouv tov oikto oto Beath, evds Beath nNAviws eC0IKEIWUEVOU
HE Th oknvoBetnpévn @pikn twv tTnigonukdv ei0NCewy, To i010 10 £pyo Péoa and to dnyos tou obnyel og piav 1I016tunn Ka-
Bapon — og piav «ndovi» avanoyn npos tous nivakes tou Bacon. O Daniele Gillemon npofoyidovtas pia ékBeon tou Rustin 1o
1997 pifodoe yia o «napddofo kdinos»* népav tou ouvnBous vapkiooiopoy s ékepacns N twv nofrcukdy dAloBi nou
ol Kolvwvikés ouvOnkes enifdnfouv. O Rustin {wypapifovias ekKwPaviKEs olwnEs N KPAauyEs nou aipoppayolv {wypagilel
ta Pénn pias avBpwndtntas nou apyel va e§avBpwniotel. Onws noAd owotd napamnpel o Ed. Lucie-Smith, auté nou cuvdéel
tov Rustin, 6nws €€dAAou kai tov Bacon, pe évav «npwa» tou Popavuopol cav tov Géricault givar n 16éa tns tpénas kai n
«VOpIPOTNTa» toU Pépou.? Mévo nou otov Rustin n tedikh aioBnon eival Sianouopévn and évav Babutato avBpwnioud.
MNpoékertal 6xi yia lacrimae rerum, ta 8ékpua Sniadh twv npayudtwy onws ta xuvel évas otet, afnd yia ov id1o tov névo u
névou twv avBpwnwv. AvtiBeta, o avBpwniopds tou Katfoupdkn eival Siapoponoinpévos: 6@ embidketal Kupiws v’ ano-
kafu@Bouv or aities nou npokafolv th duotuxia twv avBpdnwv. Mia duatuxia riou gival too noAitukn éoo kai unap&liakn
Kal Mou N TéXvn €V NPOKEIPEvw AEItoupyel ws to péyioto naucidund ms. And tv dAAn nieupd, o SBUTKOCTPOPOS LOVIEPVI-
OGS TV NPWTEUOUCHV TwV NPMNY anoIKIOKPatKodv duvapewy éxel auykpotnBef €101 ote va ayvoei h kal va xAsuddel KGOe
«afndtpio» Adyo, énws enions va edpadlel tn dUvaph tou ndvw otnv avtiBeon —onpepa oAwabdidAoU TEXVNTA— KEVTPOU Kal
nepteépeias (npPn.  olykpouon avdapeoa o Orientalisme kai Occidentalisme).3°

28. «Tout en instaurant une paradoxale beauté».
29. Edward Lucie-Smith, Rustin, Thomas Heneage and Co. Ltd., 1991, a. 155.
30. Mdvos Itepavibns, Zwypagikn eneidn Bgatpo, Sniadh Kivnpatoypd@os, n nepintwon tou Kupidkou Karfoupdkn, Emotnpovikd Lupno-
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Epws, ©dvatos
Tpcdye tnv npdodo Kai e ta eAoUdIa Kai Je 1a KoukoUtald tns.
Obuaocéas EAutns, Mapia Nepénn

Niyo npiv eknvetoel n dexaetia Tou ‘80, éva naykoouias onpacias yeyovos EPXETal VA avatpEWel Tous NoitkoUs CUCXEUCPOUS
kai va Banel éios otnv Icopponia Tou tpépou nou eixe kandiepynoel o Wuxpds Ménepos. To teixos tou Bepoivou, nou éne-
o€ kuploAekukd ev pia vukd, dev xmdpile pévo dUo nénels kal SUo xdpes afid kar dUo oAdkAnpous kéopous. Katw and to
1efxos BAenke 1o dpapa Tou unapktol cootaniopoy, evd ta YKpder nou to otdiifav, «ackhoels» {wypadikns Kal ToAItKAS
Siapaptupias, noufinBnkav otous toupiotes ws Iotopiké evBUpiov. H EARAGSa el to «Bpdpiko ‘89», eionvéovtas th ducoopia
tou okavddnou Kookwrtd. Map’ éAa autd, n nwbon tou Tteixous, 6nws mutatis mutandis n nponynBeioa xeipayia Bageiddn-
Toakafidtou (1984) kai n kuBépvnon T{avetdkn pe to veonayn Xuvaoriopd (anotefoUpevo and Tus KOPUATKES CUVIOTOES
tou KKE ka1 tns téte EAP), enifeBaiwoe tov titio evos eyxeipidiou tou Mapaén Nuodv, L’ Opposition et les cases conjuguées sont
réconcilées («H avtinados napdtags kai ta olotoixa etpaywvidia cupeidicdvovialy), £0tw Kal av avapepdTav Oto ayarnnpévo
ToU OKAKI. Téoo Spws to BiBAio O unxavikds tou xauévou xpdvou e us ouveviel&els tou Nuodv otov Pierre Campanne 600
Kal n Aipvaia OSuooeia tou TNdavvn KouvéAAn, nou kukdogopouv otn Sekaetia tou ‘90 (kai ta dUo and us ekddoEls Aypa),
enavapépouv otnv enipaveia tov npoPAnpatoud yia ta épia ToU HoVIEPVIoPOoU, TNy eniBeon evavtiov s {WypPAPIKAS TOU
apiIBinotpoeibous kal o aftnpya n wxvn va cuveuwxeital pe tn Sidvola. EEaANou, ol noAiikokovwvikés cuvBnkes euvoouv
Kal unayopeglouv pia avadoyn otdon. Ta avoixtd oUvopa Adyw tns Eupwnaiknhs Evwons Kal ths KAtdppeuons tou Avato-
AikoUu Mnflok dnpioupyolv tous oUyXpovous VOUAOES Mou, €fte ws OIKOVOUIKO! UETAVACTES £fTe WS UMOKEIUEVA Tou Jadikou
TOUpPIoWOU, enevepyouv pidiké oth clotaon tou ninBuopoy, tny €BVIKA OUOIOYEVEID Kal TNV MOUWon Twv noAitopdy. And
v GAAn, ol vouddes ts ynelakis epnpou avupetwnifouv v e§anfwon tou Aladiktdou apxikd ocav pia terra incognita,
UEXPI va TNV oIKelonoinBouv ws terra nostra. KaBds Aoindv n naykoouionoinon kabiotatal n adiap@iofhtntn npaypatko-
NTa, Napampeital pia €€apon g0VIKICUK@DVY tdoswy (6rws o€ ePds To Lkoniavd ZATNPa) Kai anooxXIouKdy Kivnpdtwy (n.x. o
SiapeAiopds s MNouykoodaBias), 6riws kar avalwnipwaon ou BpnokeutkoU aioBnpatos (nepimwon 1IoAapIKoU GOVIapE-
vtafiopoU). To gpaivopevo s Tpopokpatias, Pe anokopUeuwa tnyv ndon wv Aidupwy MNipywy, OpIoUEVOI TO EpUNVEIOUV
s i avandeeuktn olykpouon noAruopdv,?' kal n véa tagn npayudtwy npoonabel va pas neioel nws o naykoopios exbpos
Sev gival nAéov ol kakoi Koppouviotés alAd ol pavatkoi poucoudpdvor. Av épws ol HIMA &ia otépatos oukouyidpa diakn-
pUooouv «To A0S TNs Iotopiasy», N kadAitexvikn —touddxiotov— Eupdnn enipével nws oudnnote nnyddel and tnv avbpdrivn
napouocia polpaia eyypd@etal oto odua s wxvns. H Mnievdie tns Bevetias, A.x., napapével éva BapOUETPO TwV EIKACUKDY
avadnthoewv 6rnou cupnoocoutal kail SinBeital n Sigbvns téxvn. Ekel avukatontpiletal kai o nAoupadiopds s Kal n apnxavia
ws. Mou duws nnyaivel onpepa n {wypagikn; Méco anapaitntn pnopel va gival péoa otov Katalylopd wwv NAEKTPOVIKDOV
EIKOVWV Kal TwV HadiKOV onukdv nAnpo@opidy; e nolous 16eo0AoyIKoUs, 10TopIkoUs, aiobnukoUs KMOIKES éxel th duva-

010, ©£0TPO Kal KIVNPatoypdpos, Bswpia kai kpiukn, 16-17 Anpidiou 2010, Etaipeia Znouddv NeoeAdnvikoU MoAruopou Kai
revikns Maibeias. 16putas: Xxodn Mwpafitn, oo. 147-161.
31. BA. Zauiouel Xavuyktov, H olykpouan twv noAimoudv Kai o avacxnuatiouds s naykoopias 1déns, ekd. Terzo Books, ABhva 1999.



19tnta va otnpixBel yia va Sikalofoynoel tv napouaia s, yia va napépPel kai va undp&el ws autdvopos EIKOVOMoINTKOS
pNXaviopds Kal yia va anokataothoel Nddl Beukn Kar yovipn oxéon pe 1o 6éktn-Beath; ZAPEPa Mou o1 ENIEPOUS 1610TNTES
Kl Ol GUYKEKPIPEVOI XapaKThpes tns napadooiakns {wypadikhs €xouv dlaxuBei otous vOpIpous h in anoydvous s —tov
KIvnuatoypd@o, T video art, tv tnAgonuknh eikdva— nolol napdyovies Ba s enépenav va undp&el autouoia Kal aképain;
Na undp€er enikaipn kai ouciaotikn; Oa €Aeya 6u 6ev UNApXel ous PEPES Pas onit onoubnnote otov nAavitn fnou va pnv
éxel €otw €vav nivaka, EIKOVIKG auth tn popd, evios Tou: NPOKEItal yia v 086vn s TnAgdpacns, 10 oUYXPOVO PNXAVIoUO
napaywyns pubonointkdy cupBOAWY Kal NpwonoiNtK®Y ekévwy. MNafaidtepa autdv 1o péAo tov KPAatoUoe anokAeIotKd
n Jwypaikh. Auth htav n appddia yia va Sdoel popPh oto Ogd, NPGoWIOo CTov NYeUOVA, YIa va NEPIYPAYE! pe KUPOS ta
600 adpata IoXUouV oTo enékeiva. Ané tnv dAAn nigupd, n onyepivh kpion s {wypa@ikns ogeifletal otnv andeia s
npwonointikns tns duvatdtntas, epocov Gev éxel Nil€ov pia Bpnokeia yia va nponayavbicel, éva onolodnnote kabeots yia
va Aatpéysl, Piav UKETA yia va unnpethoel. Kar 6ev apkel va noUue 6u n {wypagikh ohpepa petapépel tn pedayxodia s
ENOXNS OE XPWHATA. LNV TPOUEPN MPOUGUUN OAWVY TwV VEGTEPWY TEXVAV Tns eIKOVAS TaIpIGdel evepynuikos Kal OxI nabnukds
—nou Ba nel «Slakoopnukés»— pdios. ES®, n oupPoin tou Katdoupdkn, péoa and mv tpinfn tou 1diétnta, tou {wypdgou,
TOU oKNvVoypd&@ou, Tou oknvobEn, eival Gkpws diapwtoukh. To epdtnpa nou BEtel eival too oduvnpd 600 Kal YONTEUTKO:
Mnopei n {wypaikh va omdoel Tov KOop0o; Mnopouv ol 16€€s va yivouv ndni eIKOVES;

MNa tov Katdoupdkn n npdén s {wypaikns eival ndvia ideonoyikonoinpévn. Ogeidel va epniéger v 1IBayevin oxodh otnv
gupUtepn eupwnaikh napddoon ki oPeffel va tnv anodwoel SNUIoUPYIKA Otn YEVIKGTEPN NEPIMETEIA TNS EIKOVAS. AIYES POPES
oty Iotopia s veoeAANVIKNAS T€xvns €Xoupe évav dnpioupyd pe tGoo éviovn ouveidnon 1otopias (6nws n.x. o MapBévns, o
Toapouxns, o Kavidpns, o Baoiins ®wténounos). NMapdAinia, o {wypdgos nanelel kal e Ts poPies Kal e us EPIVUES TOU
Kal a@nVveTal TNV avakougiotkn enidpaon twv eAelBepwv ouvelippdv. Freud found that art provided some catharsis to
repressed sexual wishes in a manner of the dream... Perhaps, as a therapy, painting is the simplest of aesthetic activities;
perhaps for that reason the artist has come to signify the painter foremost.32

Y10 tetpdntuxo ou 1981 «Aoudpevol I», o Masaccio, o Cézanne kal 0 Bacon petagépovtal ota kab’ npds 6xi cav €va
avapxikd collage anAd ws pia agriiynon pe Babid, eowtepikh addnfouxia. AQou autoi, oi puBikoi {wypdeor anotefolv us
aydnes wou, dev pnopel va ocupBaivel aifids. Opola kal otous «Aoudpevous Il» (ZuAnoyn N. Xat{nvikofdou). Or piyoUpes
avhKouv ot pia evtonia nBoypagia adAd n onpactoioyiki tous yeveanoyia nnyaivel noAu pakputepa. Efval, téfos, yonteutkds
0 TPdNOs Mnou ol ibies Ppiyoupes tagidedouv and tov évav nivaka otov didov, énws A.x. o «tlapds» N o «EavBds avidptns»,
oav va unv BéAouv va teAeIdoEl n 1otopia- 6nws cupPaivel Pe tov ayannpévo npwa evds ouyypagéa, nou tov avaBpiokoupe
oe noAnd tou BiBAfa va unepacniletal tnv Unap&h tou kai va pas Kieivel 1o pdu. Onws enions pnaivoyaivel 1o feuydpl twv
aotdv otov nivaka «Las Meninas».

Yus ouvBéoels tou Katloupdkn otabepd avunapatiBevtar 0o kdopol, 600 enoxés, 6Uo aiobnukés, dUo Iotopies. «Avenal-
oBhAtws» tbevtal étol ta onpavukdtepa ntApata yia piav ovtonoyia s €BvikAs pas oxodis: a) H xvn ts Avayévvnons Kai
T0U Mnapdk kal o «€ARgippay pias t€tolas ékppaocns otov elladiké xdpo. Moiddel o {wypdos va Béfel diaiobnukd va

32. Adrian Stokes, The invitation in Art, pe npdAoyo tou Richard Wollheim, Tavistock Publications, Aovbivo 1961, p. 55.
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YEHioE! ta Keva, va enavopBmoel Tis «adikiesy tns Iotopias, va anodmaer kadAexvikh Sikaiootvn. B) H Siapopd avapeoa ota
Kupfapxa peca napaywyns noditiopol kai us nadnukés nepipépeies. Molos weAika ypdgel v lotopia; O nio tafAaviouxos i o
nio duvatds; Mas ypdgetal n lotopia; Mavia iows UE T EMIXEIPAPATA TWV, NOAIUOUIKE, VIKNTDV. Y) Yndpxouy, éAos, opiakd
€pya ota onoia autoi o1 5Uo kbopo! dev ENIKOIVWVOUV KiI drou o {wypdpos npoBaiiel t Sikn Tou ENoxn 1 TS PAUPATKES TOU
EUneIpies OTO XapIoAPEVO, 10 16avIKG NAAICIO TwVY apICTOUPYNUATWY TS EUPWNAiKNAS {wYPAPIKAS (M.X. oTo &intuxo «OpnPos»
10 1977, 6riou weAss noinths eivar o Ffotvu Mképi v blues kar s country music kai eikovietal n ertdnuin Tpoia cav
oka@os koAinpévo otnv Enpd, evd n PIKPA vaen Nnapanépnel os pia S1axpovikn Ipiyéveia).

‘Evav xpovo vwpitepa, oto «Opkos» kal oto «Bodwphs» avunapatBevial avidptes 1ou EAAY kal 0 vekpds t1ou Beodwpdkn
Kofokotpdvn. O1 cuvelpuof eival npogavels, 6nws kai or avapopss otn Siapkh enavdotaon h otov 6pko rnou £dwoe o Ko-
flokotpvns ws QiIfikés (napanouni otov nivaka Toékou ts SuAdoyhs KoutAién;) aAfd kai otnv undoxeon-6éopeuon {wis
twv eeyeppévav natpiwtdv. Tov Koflokotpdvn tov Bpiokoupe Kal oe pia ouvBetn avapopd otov Bellini kai tov Carpaccio pe
npwtaywviot tov Ayio lepdvupo, kopugaio natépa s KabBoniknis EkkAnaoias, kar 0o yupvd kopitaia: xwunnth aviBeon,
n onoia naviws Sev napanépnel avaykaoukd ota Béuata tns Aayveias, tou nelpacuoy K.An. Na to Lwypdeo 6Aol autor ol
€felBepor ouvelppoi eivar anids eukaipies yia {wypaikn, gival EUKAIPIES yIa éva ovelpiké napaffipnyuad Kal eViGooovtal ota
avidtePa t€ooepa Celyn avunapaBéoswy.

Yto ib1o nAaiolo cuvtdooetal kal N autonpoownoypadia tou (OktPplos 1975) oav «Ayios Kapaiokdknsy. Eivar akdpn
N €MOXN WOV VEAVIKWDV unepPaoswv (npwiopds ts nAIKias), v NoAItK®Y Haxdv (npwiopos s 1dsofoyias) add kai twv
«g€aiperwv» ouvaiobnudtwv (npwiouds tns eniBupias). To oeulov odpua gival 1o GnNAo Pas yid va KAataKtooUE ToV KGoOUO
kal padi eivar 1o Adpupo s eutuxias. To id1o obdpa, etevé kar ntinpévo, yivetal n oxedia s Médouaoas, 0 anokpouatkos
oupPorfiopds tou Géricault: nws, &niadn, n odpka tpépetal pdvo pe odpka Kal nws tnote mo kaviBafiké an’ v embupia
aiid kar v avéykn. E6® o Katfoupdkns kdvel éva BApa eunpos kai o npoAnpatucpos tou 2000 ye@updVETal e TS OKE-
yeis tou ‘80. To npogavés noAitkd urioxwpel yia va avaduBel and ta éykata tns Pviuns to unapélakéd. H eikovoriolia tou
Siapoponoigital ndAl, 0 oknvikds xdpos katadapPdavetal and m vixta kai us pnie-fiolé anoxpaoels s, eVd OTto KEVIPO
s agnynons 6eonddel to Bniu pddivo, €toipo va napadobsi, £toipo va anokaUyel ta puctkd tou, €oluo va §avanei ty
iotopia and tv apxh (NPOKeItal yia Tous «pnie» nivakes nou e€etébnoav otov «Kpswvibny o 1994).

«AKOUN Wéxvw va kataAdBw to pnxaviopd s pvipns» dnidvel o kaddéxvns. H yAdooa tou yivetal 6o kal nepioodtepo
ouvelpuikA. Nertoupyei péoa and {wypaikés sequences (NpPA. o «Nocturno» pe ta 24 kapé an’ tn ouifoyn tou Mavieiou
Maveniotnpiou). Akdun o aveotpappéva eniko Ueos ouvBéoewy 6nws n «Opévola» tou 1987, éva vuxtepive, Hia KaBobos
KAt ouciav otov KAtw KOO0, OToV UNGKOOHO TV {WVIAvMV-VEKPWV, TV NEPIBWPIONONPEVDY, TWV PHETAVACTMVY apyotepa.
To onaopévo kKovtdpl tou paganfiukol Ayiou lewpyiou Siadéyetal Pe v atudoPaIPa WV VEQVIKDV €pYwV Ttou Picasso.
EvBiagépov givar to 8€pa tou tdapioy, dnAadhi s didpavns, katontpikns enigpdveias nou napepPannetal avpeoca os SUo
enineda yia va xwpilel 10 «edm» and 10 «eKel» Kal oV Npwiaywvioth and ta Aomd npdowra ts aghynons. To dfntuxo
«TCapds» tou 1980, pia Adikh yuvaika nou etoigddetal va payeipéwel npiv v ektéieon. Eva €ibos MuoukoU Aginvou s
Avtiotaons, 6niadh, énou 1o afpa kovwveital kal petafapfdaverar pe tov nio kuplodekukd tdro. O avidprtes tdte, ol uia-
Kiopévol kai ol AaBpopetavdotes whpa. AvBpdniva évia nou ovelpglovtal pia {wn nio avBpdnivn kal aiéBovtarl apeifikta
oto puAo tns lotopias.



Yus teneutaies tou ouvBéaoels to {htnpa tou Tpftou Kéopou nou embidKel va gloxwpnaoel pe KABe tpdno otov nepikAegioto
navwaxoBev ppoupolpevo napddeico s Adons, Tov anaoxofel oxeddv anokieioukd. Autds o npoPAnuatouds cupnopeyetal
HE TNV KpIukn otov Kbopo tou Bedpatos. X' ekeivous Tous pnxaviopous rou otaBepd kai pebodeupéva e§wpdilouv tn B6AiBepn
npaypaukonta eneidn évas t€tolos «vatoupaniopds» avtikeltal otn diatetaypévn gutuxia tou lifestyle. Onws oupBaivel yia
napdderyua e ta 50 noptpéta Kopitoimv and to npwnv napanétacuya nou npowboulvial otnv EAAGSa yia nodAnua (oldy-
xpovo okAaBondlapo-trafficking).33

Ta tefeutaia eikoat xpdvia o Kupidkos Katloupdkns evepyonoief tov npofinpatoud tou o 6Uo napdiinies tpoxiés: Mpmta
enmdidetal otn piAotxvnon peydiwy noAUntuxwv cuvBEéoewy nou avoiyovtal kai ous Tpels diactdoels, éva €ibos «onioukns
{wypaikns» i «xwpolwypadikis», 6nws eival 1o «TéunAo Il», n «Mpoownoypagia» (1997) i n «lepd Od6s» (1999), kal
€neita n diaoUvoeon otaukis Kal KivoUpevns gikévas, onws Adyou xdpn n taivia «O Apdpos npos  Adon» (2005) i n PI-
vieogykataotaon «Aiyo Mpiv» (2010).

Y’ autés us ouvBEaels o eIkaotkos Xdpos dieupUvetal v Kalvotouikd napdyovia anoteel n dueon eiofoni tou xpdvou.
Mia siofonin nou enituyxdvetal 1O00 HE TEXVIKG 600 Kal Je popponiactkd péoa. 1o «Téunno», pia peydan KAtaokeun
Uyous 11 ., oav éva olyxpovo, nofiukd eikovootdol, dSnpioupyeital évas npayuatkos XMdPos péoa oto xhpo ki éva gidos
«oknvoypagias» tns iotopfas pas and tov Epeunio éws ohpepa. Or dylol tns avtiotaons, o1 APWES TNS PN CUPHOPPWONS, Ol
avunpwes s kabnpepivotntas cupniékovial ye kabnpepivés 1otopies érou n Bia, o paptdpio h o Bdvatos evadAdooovtal
JE TNV TpUQPEPOTNTa A Tov épwta. lodupa 1o 1epd anoBdannel tnv énola petaguaoiki tou kai Eavayivetar avBpdnivo. Eival, Ba
Aéyape, 1éoo dninota onatadnpévo 1o aipa twov avBpdnwy MOoTE va Pnv apkel o afa evds ©€oU yia va tous omaoel. AUo
xiAiddes xpodvia whpa. Qs dyyenol npwrootdtes nAdl atnv Qpaia MuAn anodidovtal oAdowpol o Ayyedos EAgpdavins kail n
Kdua Mépou. Autépata n 6in olvBeon anoktdel évav xapaktmpa andéiuta npocwrikd. O Katoupdkns {wypagilel 6,u aya-
ndei: an’ tov Toapouxn otov Mayiakd@oki Ki and ToUus cUVIPOPOUS TOU OTOUS EPWTES ToU. And Th OKOTEIVAYPA NS naviaxou
napouons Pias oto EEPwTo NS YUXNs.

Kar pia dkpws xapaktnpioukn Asntopépeia: To &€kato tpito npéowno tou «Awdekdoptou» oto «TEUNAO» PE TO Xapay-
pévo dvopa EIPHNH XAMMAMOTAQY nou gopdel onacpéva yuanid, kpauyddel kar aipoppaysi, Bupiler évtova t yuvaika pe
ta yuafid kai to tpaupaucpévo pdu nou BAénoupe oe gros plan oto «B©wpnktd Motéukivy (1925). Mpdkertal yia piav eikéva
rMou CToIXelVel Kal tov Bacon, Snpoaiedetal otov katdioyo tns Tate Gallery tou 1985 kai pvnpovetetal ané v Dawn Ades?
oto GpBpo s «Web of Images», padf pe tov nivaka «Head lll» tou 1949. O katdnioyos Ppioketal, XINIOCNUEIWUEVOS, GTO
ateAi€ tou Kupidkou.

‘Opoia autoegopoioynuko gival kai to video «Aifyo MNpivy. Avapvioels and tn otpauwukii tou Bnteia, Caravaggio kai Pasolini,
o ¢ifos tou Nikos Mofitns, o cuvepydins tou Mndunns Bevetdnounos Kdi pia oudda pIoOyupvwy avipdy va unoduovral
T0Us €ykAelotous, anavtaxou otov niavhtn. Eva épyo povadikis unoPonis kabds n {wypadiki kal n QIAYIKA YAMooa ou-
vaipouvtal 16avikd yia v' avtanoddoouy v avBpdnivn NEPINETEIT OTo NPiQWs tns lotopias.

Y «Péuna» and v evétnta «lpoownoypagia», 1o nepiBmpio tns Opdvoias Kal n nepippéouca andyvwaon cuvundap-

33. Kupidkos Kat¢oupdkns, O Apduos npos tn Avon, k. Metaixpio, ABhva 2001.
34. Bacon, Tate Gallery, Aovdivo 1985, o. 15.
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XOUV LE TNV KEVIPIKN PIyoUpa a la Kitaj®> nou koitdlel endvw npos pia Avadnyn nou dpynoe, cUP@mVa PE ToUs TPOrous tou
MavogéAnvou. O1 autdépatol autof cuvelppof pds nnyaivouv eikool xpdvia niow Kal otov nivaka «Ainfldé NopTpETo PE HNEIKOVY,
énou pia géta xoipivol anotelsi capn yAwooofoyikh avapopd oto {wypd@o nou pefetodoe tdte pPe ndBos o Katdoupdkns.
O i610s 0 Bacon ayanouoe ouxvd va Aéel: «OAn pou n {wn nepvda otn {wypa@ikn gouy. 000 yia o aiviypa twv mvakwy tou,
oniwve: «Teikd, av pnopeis va to eEnynoels, yiat va KAVEIS Tov KOMo va 1o {wypagioels;».3°

Avti enindyou
Eikéves, Né€eis, yAwooanyikés ULIOVES n kinpovopid Kai to UEAAoV Las...
M. L.

1600 nolos ival o BaBUtepos xapaktpas tns {wypaikns: va Siatnpel v adpa twv npaypdtwv o €vav Pn-xdpo Kal évav
pun-xpévo, tov xwpodxpovo s {wypadikns. Na diacilel dnAadn t popen s otabepis Pvhpns Kai tnv €yxpwpn okid twv
elkOvwv. Na petagepel éva nepiexdpevo nou Sev enitpénetal va einwbel. Onws 1oxupidetal o Wittgenstein «as nAdooupe 6,u
bev ynopoUpe va noUe Pe AdyIa».

Mou Ba nel 6u eniPdifetal katd kaipoUs va Sdpanegtetoupe and s kKatd kaipous diatunweeioes Iotopikdtntes afid kai
vopiponoinuéves 181artepdintes pakpdv tns «Tpodokpatias ts lotopias», onws Ba édeye o Mipaéa EAidvt (Mircea Eliade).
Ixeukd unoypapicel, nani, o Z. KAaip: «Auth ntav dAfote n anokadunuki kai oxed6v napaiobnukh dUvapn s dutkns
{wypagikhs —va pas anokafiuntel otov opatd kKéopo autd nou Sev eixape el Noté. .. ».37 Kai cuvexicel aniou: «Av 1o pouaeio
kepOiCel €dagos, eival yiati n épnuos peyandvel: nposnalvel kel dnou n {wh unoxwpel Kai, e ayabés npobéaels, Aeniatel
Ta gpeinia nou auth agnvel niow s...» .38 Ttnv eikovonolia, wpa, ou Kupidkou Katoupdkn, n avBpdnivn pop@h &ite ws
NpAowno Tou e0MTEPOU KaAous ite ws npoowneio evds avopoAdyntou péPBou Kuplapxel avalntuvias VEES TAUTOTNTES Kal
pdious, Aertoupydvias ws otabepd oxdnio yia TV wHATNTA KAl ThY TPUPEPSTNTA TWV NPAYHATWY.

H €peuva tou Kupidkou Katoupdkn tooo otn {wypadikh 600 Kai otov Kivnpatoypdgo avoiyel évav dididoyo ndvw oe pia
KoIvi IoTopia pop@dv, niotelovias nws K&Oe aglos Adyou nivakas enixelpel va avakadUyel tnv Iotopia kai 1o pubo s {w-
ypagikis and v apxn. Kal nws n iotopia tns {wypadikns, akdua Kai n nio npéo@atn, NePIEXE] TS ICTOPIES TWV NMPOCWNwWV
Kal v owpdtwy, t §6&a tous, v aywvia tous, ta ndbn tous, 1o BAvato tous. O 206s aimdvas enixeipnoe v noAfois pia
Cwypaikn, pia Téxvn kaAUtepa, PE To ompa Kai To 16e0AoyiKd Tou poptio e§ootpakiopéva. And tov KUBIoH6 ws tn Pwoikn
Mpwtonopia kal and tov Mondrian ws tov Rothko n puBofoyia tou odpatos eknintel unép pias véas, eAelBepns aneikoviot-
KV oupBdoewv avukelpevikdtntas. To obpa cupPonile kanola ouyuh tnv akadnpaikh napddoon evd n agnpnuévn popen

35. MpPA. tov kataAoyo s €kBeons «Obsessionen. R. B. Kitaj (1932-2007)., Judisches Museum Berlin 2012-13. I6iaftepa otov nivaka
Los Angeles No 9 (1969-2002), 152 x 121 cm., Collection R. B. Kitaj Estate, 0. 73.

36. Michael Peppiatt, @pdvois Mnéikov, Avatopia evés aiviyuaros, ptgp. Znipos Toolykos, ekd. Mikpn Apktos, ABhva 2012, oo. 150-151.

37. Zav KAdaip, 6.n., 0. 144,

38. ZavKAap, 6.n., 0. 18.



v KavoUpyla niaoukhn eAguBepia. Hrav dpws étol ta npdypata; O1 nepintdoels tou Matisse, tou Bonnard, tou Giacometti,
tou Bacon, tou Freud, tou Richter &ev gival e€aipéoels anid avtiBeta, akofouBoulv 1o 81kd tous Bapuonpavo kavéva. O pe-
yanol autof 6dokafol tou métier cuveldbntd kai kat' eEakodoUBnon Spanéteuav and tov Kavéva NS KAatdpynons Twv Kavovwy
e@eupiokovtas tov AvBpwro kal ta aviypadd tou, énws Ba éfeye o Foucault.® AAAG kal otous peydAous EKNPOaWNOUS ToU
Abstrait kai tou Informel, dnws as noUpe otov xelpovopiakd Tapies, 10 omua sival napdv —to 610 1o ohpa tou KaAAéxvn
nia— ws {wikh ékpnén Kal ws anti, cwpaukh evépyela. To 1610 cupPaivel kal ota apketd NPACPATA QYA TWV «VEWV Aypiwv»
(Junge Wilde), o1 onofol cuxva avagépovtal otnv nNpdtn yevid twv Feppavdv e§npeoioviotdy, n.x. tov Macke, tov Dix i tov
Grosz (aAfd kai otov De Kooning 1 to kivnpa COBRA). Enions, avagépovtal oe pia cuvaioBnuauki avdykn tautdtntas Kal
natpidas empévovtas atnv Npdoeatn Iotopia Kal 1o yeppavikéd pubo (A. Kiefer). e tétoio Babud pdniota, MOTe va anevoxo-
roleftal Kal n eyxapia XxoAn pas oxeukd Pe ta ouvdpopa «efinvikdtntasy» nou tnv katatpéxouv. EEaAAou, dnws éfgye kai o
eotét A. Euayyenidns, n «edinvikdtnta» eival nBikn kal éxi1 kadAitexvikh évvoia. H Bpetavia, néni, av kar anopovwpévn and
10 KUpIO peUpa ToU €€nPETIoVIoHOU HIKPMY N Jeydiwv apnynoswy ws Bacikns ouviotdoas TOU JOVIEPVIOHOU, avantiooel
eCaipeukd evoiapépovies €npeoiovioukoUs Xapaktpes péow ts XxoAns tou Aovdivou kai tns 1p1ddas Bacon, Kossoff kai
Auerbach. O1 600 teieutaiol htav pabntés tou Bopuoioth David Bomberg, o onoios néviws apydtepa petakiviibnke oe éva
«ApePOoy» e€Npecioviotko 16iwpa.

Yuvowilovtas, unopoUpe va noUue nws and t dekaetia tou ‘70 —péoa 6nAadn otn deonoteia tou conceptual- kai kupiws
and 1o 1980 n KaAAEXVIKN E0WOTPEPEIA ENIOTPEPE] WS AUUVA Yia va KatadeiCel s NePINETEIES TOU OMUATOS OT0 New age
Kal us ekOOXES TOU NPOCMmMNOU otNV ENOXN TS PIOYEVETIKAS avapdp@wons, Tou va enipeivel SnAadn otov rnpoaidvio 1pdpo
s Unap&ns ekB€tovias npoowrikous HUBoUs Kal ayxXwUKES apnynoels OXeUCOUEVES UE TNV AywVia TS PETAQPUOIKNS KAl T
petapuoikn ts aywvias. MNa va diekdikhoel, €Aos, 1I61wTKES Siaguyés and v Kpuotdddivn GuAAKN ths NAyKOOHIONOINUEVNS
OpoIoHOoP®Ias.

Yhpepa nepicoelel n peAayxodia ths pataiwons, kKaBws ta eikactukd eEwBouvial oto nepIBmpPIOo Kai Tou noAmctkoyU Kal
TOU KolvwvikoU yiyveoBal. Evd n kadAitexvikh 16iaitepdtnta katanviyetar h e€avideitar ddo&a oto kupiapxo nepiBaniov tns
aioBnukns taxupayias kar s pe K&Oe tiunua «diaokédaons». Ews tnv andAutn ékAsiyn tou Sp@vtos UNOKEIPEVOU —Kal ToU
bpapartos nou to unoctacionolgi— eunpéds otn deonoteia tou Beduaros... Apa avuiapPdavecBe nws n ©xvn nou unepacnidetal
o Katfoupdkns pnopei kai npénel va Asitoupyel ws popen aviiotacns otnv engpxopevn affotpiwon, otnv dvwBev enife-
BAnpévn opoiopopeia. Lnv eutuxia tns nAngns dnAadn... Much else converges in the ferment of modern art whose chief
figures are massive... Psychic reality, rather than as a fact that also variously records matters other than an architectural
use of material.*°

M’ @ina Adyia, n txvn nou unepacnifépacte Bolunetal va undpxel evids lotopias, 6tav n lotopia, napapepiovias ta &ni-
KOIVWVIOKE MUPOTEXVAPIATA KAl TOUS NUPOTexvoupyous, Eavapxioel va enitefiel o €pyo tns. Ki éxel noAu kaipd va yivel Batpa
o' autdv tov tono. Kai va xwnhoer o Ayyeios ta ¢tepd tou oty enipdveia s Aipvns... Mia, akéun, teisutaia okéyn: H
npaypauxkd peydin {wypagikn, n diectaipévn dGvapn tns eikévas pnopel va Aavedvel, puotnpiddns kai oiwnnin, Oxi povo

39. 4.n., 0.453.
40. Adrian Stokes, The invitation in Art, pe npéioyo tou Richard Wollheim, Tavistock Publications, Aovbivo 1961, p. 47.
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o' évav nivaka aiAd kai o’ évav otixo. Aefte (ki Oxi diaBdorte) yia napadeiypa nws oxedidfouv xdpous ol AEEEIS Tou NapaKatw
OtXoU Kal Nds N cuvAxnon petatpénetal o EUyos cUPNANPWUATKOV Xpwpdtwy: «Bapkes npnveis péoa ota npiva».4' O
BoAavdkns aAAd kal o Afitapoupas i o Mavtalhs €6woav cuvBéaels Y’ avanodoyupiopéves BAPKES TNV aKTA, PUTEPEVES O
pia xiwpida nou kateBaivel ws o KUPA Ki ws TS NAtnPaciés v yapaddwv oty duuo.

Eikoves, A€€eis, yAwooadyikés eppovés n kinpovopid kail to péAfov yas...

O AyyAos noinths P. B. Shelley éypawe éu o1 kanAitéxves anokanUntouv Alydtepo to NveUpd ToUs Kai NEPICOOTEPO TO Nvelpa
s enoxns («A Defense of Poetry», 1821). Auté €ival cwotd, udvo rnou, Tautdxpova, GTav ol HOPPES TEXVNS Mou napdyovial
éxouv 181aitepn vonpatkh Kal eidoAoyikn 10xU —significant form—, téte eival autés nou Kupiws Siapop@mVOUY T0 Nvelpa s
EMoxNs.

MiAdvtas yia tnv eAdnvikh {wypadikin dianiotdvoupe grosso modo éva nveUpa ouvaiveons npos Us KUPIapXeES HOPPES Mou
npéPanav ta peydia kanditexvikd kévipa, 600 Kal MPos Us KUPIAPXES CUHMNEPIPOPES NMou Siatdnwoav ta eKACTOTE KEVTpa
ggouaias. Etol n ibia diapop@mdBnke ouxva ws 1PoMos ékpaans ts diaguyns and 6,u e§wtepikd evoxnoUoe N tns evOOoKO-
nnons (nou wnikd ochpaive To idlo npdyua).

And us apxés tou 190U aidva, kal pe kopUipwaon tnv npdtn dekagtia tns aveEaptnaias, Fepuavoi, ltafof, Faddol {wypdgol
€pxovtal o’ auth v eoxaud ts Bafkavikns yia va anokadlyouyv to Aaunpd napelBov péoa and éva aglobpnvnto napov.
Eite 6pws npodkertar yia tn odyxpovn EARGSa ite yia tnv kAdoikn, 1o popavuké BAéupa twv Eupwnaiwy kaddexvav BAéne
NEPICOOTEPO €va «ICTOPIKS B€atpo» Napd pia Npaypaukdnta. H «npwikdtntay Npoomwy Kal nepioxdyv ocuvaptdtal pdAfov
npos tn puBodoyia pe tnv onoia and vwpis xpéwaoe n Abon ty EANGSa napd pe v lotopia.

To wpaio an’ tnv 4AAn nAgupd Atav kai eival enavactatkd! H olyxpovn xvn, KaAUTEPA 0 KUPIapxos Pnxaviopos npow-
Onons sikévwy, anaitel ovopatopvipoves. Anokisioukd. Biénete nia Sev «naifouv» oUte KUPIapxes €vvoles OUTE KUPIPXES
tdoels, affd Kupiapxa «ovépatax». Kai touto yiat o AefidBav tou eikaoukoU marketing kai tns ayopds eepei cuvexds otn
oknvh Kaivoupyia ovouaTa HE T0 EpWTNHATKS TOU EPNUEPOU star, MOTe To yaitavdaki va cuvexiCetal. Xifiades Aoindv ovopata
ouvwBouvtal otnv gicobo and tov 2006 aidva otov 210, Siekdikdvtas pia 6éon ownv lotopia. Opws n ypappuikn lotopia gival
oploukd napenBoév —dnws eival napenBov n Bewpia tou evos XUunavios— kai otn 6éon s éxouv avaduBei noAnés aveEaptntes
ICTOPIES MOU UMAPXOUV OTNPIYHEVES o€ TomikEs 181aitepotntes, anlid kal apdelovtal an’ tn peydAn nnyn Tou JOVIEPVICHOU.
Ye ekefvo OnAadn to enavactaukd Kivnpa nou npoinoe éva clotnpa xvns otn Béon tns Bpnokeias kail nou S1ekdiknoe 1o
&avaypdayipo tns lotopias pe tous SikoUs tou dpous.

Mavos Xte@avidns

41. 06. EAUns, O knnos pe ts autandres, oef. 22.



Will painting save the world again?
Or: Betting on black

Painting is when the canvas is not a domain for the terror of the visible
but for the terrible as a visual possibility.
M. S.

"1 often think that the history of art — and also, history in general —is an arbitrary construction of chronologies, people,
opinions and choices, which in no way represents or properly gauges the full range of human thought and creativity. Its
usefulness lies only in that it works as a tool, like a cane for the blind, let us say; although it does not show the world,
the blind cannot exist in the world without it.”

"By the same logic another history of art could exist, with completely different people or events, claiming the same
official standing in relation to a perpetually fleeing and inconceivable reality. So history, apart from being arbitrary — or
precisely for this reason — is unjust. Its ‘unjustness’ however, is of vital significance if we want, at least, to approach the
world of forms. Since El Greco or Vermeer remained unknown for centuries, why not assume then that there are other
such cases, temporarily or permanently lost, the discovery of which would dramatically (?) change historical givens? His-
tory, of course, is not written with speculation. But how ‘real’ is the reality on which it is based? Moreover, is it not a
fact that the antithesis of an obvious truth is another truth, even more obvious? "

Kyriakos Katzourakis is an artist who became caught up in the allure of art history and succumbed to its mythopoetic sway
early on, depicting corners of the unconscious, nightmares and apotheoses. At the same time he tugged its precious
garment as far as the edges of photography, cinema and video art. Approaching a half century of creation, Katzourakis
can exclaim, like Peter Greenaway... “Everything is painting,” but also that any geometry of the body is barely enough
to uncover the dark mathematics of the soul. The truth again has no relation to the reservoir in which arguments and
entrepreneurs wade to support the je ne sais quoi of their petty existence, but is an ocean proffered only to the drowning.
There in the depths can be found the prize of those who still contemplate without fear of the market or of the regime of
the beautiful. But is it possible for our sensitivity to be spent exclusively on works of art and to dry up when it comes to
human beings? Unless, in fact, the geometry of the body painfully records the departure of the soul. Conclusion: Paint-
ing can now function as a theology without the need of a god.

The Katzourakis retrospective is of great significance mainly because, at this time of crisis and dissolution, it serves to
confirm painting’s ongoing domination in the representational arts and its necessary dialogue with them. For my part,
with the work of this artist | am also supporting my own arguments as to the inseparable connection between visual
code and the cinema, and my beliefs about the political dimensions and ideological power of a work of art. Thus, the
activity of the suspected subject can better create forms within the inertia of history. )

After half a century of “morphoplastic” experimentation and the like, Katzourakis manages-to balance his production
between our local artistic school — he has shown himself an able, critical reader of the narrative expressed by the hel-
lenocentric “Thirties Generation” — and a broader, European artistic exploration as it was shaped during the 1970s. We

1. Manos Stefanidis, Mia lotopia tns Zwypagikns, Kastaniotis Editions, 5th edition, supplemented, 2007, p. 262.
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could say, in outline, that his personal style was shaped through breathless dialogues, in a way, with Kontoglou, Diaman-
topoulos, Tsarouchis, and Moralis, but also Kitaj, Bacon, Freud, Blake... Katzourakis spans an arc of time which begins
in the first years after the civil war, and covers the dictatorship, the “lymphatic” post-dictatorship period, the sweeping
populism and over-consumeristic delirium of the PASOK leadership up to the Greece of crisis and the total overthrow of
hitherto prevailing value models. His art is a peculiar mixture of a painful, almost clinical, record of reality, fully cohesive
and apparently logical, but also an anarchist explosion of unordered images emanating from the submerged world of
the unconscious, the land of dreames, illusion, instinctive associations, underground horror, and nightmare. How is social
experience — that which remains when the uproar of reality settles into consciousness — shaped? In other words, when the
drama of experience becomes an artwork? For Katzourakis all this experience of sight and understanding never became
representation but transformation — which is the case in any painting which is real rather than opportunistic. This would
indicate that we interpret our age by transcending clichés, stereotypes and facile communication. In this sense, the work
of Katzourakis was, in each of its phases, a challenge to the dominant aesthetics and motifs of the era.

Consider this: since the dictatorship, the themes and unadorned form of the Greek “New Realists” group functioned
as a kind of political Pop Art which was developing in Europe and trying to fully differentiate itself from an American,
mythopoetic approach to the same subjects. Where Andy Warhol and his like saw the overwhelming preponderance of
the trivial through glorified objects, European artists used objects to record the drama of subjects. They used objects to
demonstrate the dead-end materialism of an age which was used to seeing causes simply as effects. In other words, an
age which mistook the surface for the depths.

Thus we arrive grosso modo at the deeper content of Katzourakis’s painting: on the one hand, the political scene in
Greece and the world, the struggle of ordinary people against the strategies and self-seeking imperatives of power, and
on the other hand, the psyche of the creator, eager to talk about matters both personal and universal, such as loneliness,
desire, fear, deception, depression, the futility of expectations, the ephemeral nature of human relationships, the need for
contact, alienation, and the injuries of others. As the painter’s favourite author, Adrian Stokes, wrote, “psycho-analytic
theorizing about art trends to lag far behind psycho-analytic theory in general.”?

There is also the fundamental question of history and how we tailor it to suit us, whether we are talking of international
history — which is conditionally perceived as an epistemological construction — or national history, which we carry on our
shoulders whether we want to or not, and with which we are engaged emotionally and experientially. What | want to
say is that you apprehend-the image and meaning of a murdered Kennedy in an open limousine crossing Dallas in one
way, and the severed head of a rebel, preserved in fearful photos recently reclaimed from the hidden depths of an old
chest, in another. We are, of course, in an era of globalized images but also of local perception. Which is to say that, the
more regional histories are differentiated from the steamroller of world history, the more a national artistic school not
only has a reason for existence, but an obligation to exist..

The work of Katzourakis champions painting in a time of crisis for the medium, through purely painterly means. By this

2. Adrian Stokes, The Invitation in Art with a preface by Richard Wollheim, Tavistock Publications, London 1965, p. 56.
3. Peter Burke, What is Cultural History? Polity, 2004.



[ mean that it champions the dynamics of what is depicted and narrated through images, experimenting with its “sub-
sidiary” arts, namely video art. This, in my opinion, is very significant and distinguishes Katzourakis from his numerous
fellow artists. He remains both contemporary and (inseparably) an artist of the easel, the stage, and the camera (whether
film or digital) in a way that his concerns may start in the static frame but from there they unfold into space, incorpo-
rating movement, action or the visual effects of media technology. A man of his time, he can speak with relevance for
our times, incorporating his work into the framework of our local artistic history, and at the same time, more generally
within the European framework.

The individual periods

Art is a dark and fierce thing which has little or no relation to “good taste.” Good taste settles things, art overturns. Art
is anything that defines itself as art. Evaluative criteria follow. And so, of course, do the scales of time.

A work of art is a public good and only becomes “private” through a breach or by coincidence. A projection of owner-
ship onto a work of art bothers me. It is as if someone declares him or herself owner of the Pole Star. The best location
for a work of art is in our minds. The society of the spectacle should make haste to become the society of the gaze. Oth-
erwise, the neo-barbarians of the image will be lurking. Art is not a surprise but a revelation. Art is like love affairs. From
time to time it must die, as only in this way does it avoid becoming necrotic. And when it is revived, it is tantamount to
a revolution. Radical form is more interesting than radical content, because it directly reflects radical thought.# And only
radical thought can radicalize society. People, in their innocence or cunning, often ask of politics things that only art can
give. Hence their frequent unhappiness.

However, let us see how the work of Katzourakis can be categorized, in more detail:

a) Paintings and studies in oil and tempera paints during the period of his studies at the Athens School of Fine Arts (ASFA)
(1963-1968).

b) The use of photography in painting from the period of the New Realists to his first years in England (1968-1975).

¢) Large compositions and studies for epic paintings (1975-1983).

d) Development within the space and the relationship between painting and other arts in relation to issues of form. This
group consists of five works from the last ten years (the multi-layered installations, paintings, photographs, theatrical
and film works, entitled Templo — House of guilt, Prosopografia, Art box, The Way to the West: The Sacred Way, The Way to the
West: The Immigration Experience®).

In the following five years — we can call the works from this period the fifth group — he made three feature films, The
Way to the West (2003, a combination of documentary and fiction), Sweet Memory (2005) and Small Revolts (2009), and

4. Manos Stefanidis, l'udfivo Mdt. Keijeva yia tov nofitiopd kar tnv aiobntikni s évSeias, Iris-Filippotis Editions, 2006, pp. 42-43.
5. Memorandum from the artist to the Aristotle University of Thessaloniki, 2004, pp. 2-3.

43



44

two short films, Café Grava and Locked Words.¢ Following on were a solo exhibition, Vulnerable Body at Ekfrasi gallery in
2010, the artist’'s collaboration with Babis Venetopoulos on the video installation A while ago (2010), and his participa-
tion in an exhibition/event at the Benaki Museum entitled Time. People. Their stories, in 2010-11.7

From 2005 to 2011 he taught painting and its relationship with cinema at the School of Visual and Applied Arts at the
Aristotle University of Thessaloniki. Apart from the fundamentals of painting, his classes also included the relationship
of the concept of time with both the static and the moving image.

Let us make a case study. Modernism once referred to the essentially aggressive strategy of (avant-garde) art and
the recruitment of “names” in the service of ideas. Today the reverse is true. Modernism adopted specific educational
methods to change the world — its first, fundamental utopia — and to give art its metaphysical power. It was well aware
that great art died when belief in God (or gods) died. It thus attempted the following dialectical manoeuvre: it claimed
faith without God, setting up itself (modernism) as “religion.” This, more or less, was also the great contradiction — and
power — of the Bauhaus, a school which methodically and ambitiously attempted to address a number of fundamental
questions.® It sought to answer what art is, how and if it can be taught, what its relationship with the subject and society
is, what connects it with technique and technology, what aesthetics is and how it diffuses to the world of forms, what
a work of art is and what an artist is, and so on. Today, of course, the relentless aphasia of the gushing television image
dominates. It bombards the viewer rendering him/her a passive receiver, and enslaving the viewer emotionally, as he/she
is unable to decode the plethora of its indirect and direct messages. In contrast, painting demands the time of someone
whom it engages in dialogue, requiring the viewer to slow down in order to read a work properly, and to partake in
its pace and intensity. In this new age the rules of the game are set to become even tougher. From a simple decorative
procedure or a matter of social prestige, art must again function as an act of resistance, as the personal revolution of
each individual.

The Visit or Der Besuch der alten Dame

Yannis Tsarouchis once told Katzourakis (even before the latter became involved with the cinema), “Your painting has
scenarios, you take different stories and present them in a way which makes you keep thinking when you look at them...”®
The way that the artist balances exploratively between the painted and cinematic image, having already worked with
photography as document early in his career, makes him an emblematic figure in our post-war art history. This is not only
because of his conscious involvement in our socio-political affairs but also because he conscientiously addresses questions
of “inside-outside,” “international-local,” “tradition and avant-gardism,” and “handmade-technological.”

Kyriakos Katzourakis, Tdén oto xdos, Kaleidoscope Publications, 2013, p. 15.
Exhibition catalogue (in Greek) O xpdvos. Or dvBpwnior. O1 iotopies tous. Benaki Museum, 2010, p. 22 ff.
Manos Stefanidis, Mikpri MivakoBrikn. [pdowna, Kpioels kai aies tns veoeAAnvikris téxvns, Kastaniotis Editions, 2005, p. 21.
Kyriakos Katzourakis, Td&n oto xdos, Kaleidoscope Publications, 2013, p. 61.
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For Katzourakis, visual stimulus serves more as a catalyst for the operation of a process that is markedly more self-
contained and complex. His mature painting does not interpret or judge (for example, the historical past of the civil war)
and it avoids evaluative rhetoric, merely juxtaposing figures or situations, today and yesterday, charging them with key
emotional material and thus exposing them openly to the viewer, who is, in any case, already exposed — since none is
innocent before the sorcery of images.

In his book Tdén oo xdos [Order in chaos]'® Katzourakis passionately relates the way in which painting was gradually
revealed to him, while presenting the process of maturity which every young person at ASFA undergoes. His relationship
with his teacher Moralis, and the living artistic legends of the time, was decisive. On the other hand, the full-blown and
often romantic hellenocentrism of the Thirties Generation operated in an ambiguous manner in his own generation.
This was a generation which was living the Greek drama of the early post-civil war years and the still-open wounds of
horrifyingly wasted blood that preceded it, rather than an idealized Greek myth. This gap between sanctified beauty and
ubiquitous anguish is where the painting of Katzourakis took root. And of course the events and general atmosphere of
the 1960s had a huge influence on this “coming of age.”

The 1972 exhibition of the New Realists at the Goethe Institute in Athens, of comparable importance to the exhibition
by Vlassis Caniaris at Nea Gallery in 1969, was made possible thanks to the determination of Johannes Weissert, who
was director of the Contemporary Art Workshop at the German Institute, and the determination of Katzourakis and
Valavanidis, who set up the exhibition.

From this period onwards, blacks would play a leading role in the artist’s compositions. These are the blacks of mourning,
condemnation, restless shadows, lurking fascism, of drama and of a fate that is not easily exorcized. This is the return of
Diarrenmatt’s Lady, reclaiming her rights in relation to the world of images. Or otherwise, betting on black again. What
irony! The early 19th century modernists condemned the black shadows of Géréme’s pompier painting or the dream
dramas of Bocklin as the cliché par excellence of academicism. Now blacks were back, used by young avant-garde paint-
ers not as romantic metaphor but as a weapon of direct condemnation. Black as political implication par excellence.

Ancestors and fellow travellers

| fear that what dominates globally today is an art of immediate consumption influenced by market strategy and
“lifestyle” principles. This is what | call “Coca-Cola art” — namely, an expression that goes with everything and seeks
“phantasmagoria” instead of communion Let us not forget that the phantasmagoria was a central concept in the
cultural criticism attempted by Walter Benjamin, following Marx when he talks about commodity fetishism; that is,
an illusion and a substitute for human relations. In this case, Baudelaire proposes daydreams which become a work as
art, identifying the artist as the hero of the new age, and one who will relieve the bourgeoisie of its hysteria. Today
we face a total eclipse of being when faced with the tyranny of “entertainment.” You can see, therefore, that this art

10. Op.cit. p. 63.
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of which | am speaking can function as a form of resistance to the emerging alienation and uniformity imposed from
above; to the happiness of boredom.™

After the New Realists’ exhibition, shortly before the group broke up, Katzourakis was working on the last painting
that connects him with their concerns. This was the work Family, which is composed of pictures from the artist’s family
album and a multitude of images taken by the young émigré in the British capital (1972). There, he continued his studies
and began a “very promising” career, as he was soon to produce one of the most original and stimulating works of the
whole European art scene at that time. His acquaintance with the Italo-Scot Eduardo Paolozzi assisted him to exhibit his
anarchist stories at the Serpentine Gallery, recalling Poussin, Veldzquez, Caravaggio, Foucault, Tsarouchis and Edward
Hopper in his large canvases. By then in his thirties, the artist was familiar with the work of Bacon, Freud, Hockney, Ki-
taj, Hamilton, and Blake and knew how to mesh all this disparate visual information into a compelling and paradoxical
whole. He had found his personal style — a style comprised of Baroque chiaroscuro, and his personal desire to do justice
to whatever images remained hitherto neglected in his subconscious and dreams.? Speaking of the “history of art” and
using the Greek case as a starting point, we must consider that we are dealing with two concepts that are essentially in
conflict: “history,” a field of study with methodology and systematic processes, and “art” the most interesting feature
of which is that we are unable to integrate it into the above systematic approaches. In other words, the interweaving of
the national and international through specific actions and (individual or collective) events would lead us to reconsider
certain historical conclusions which are presumed to be fixed. That is to say, European art history equally includes (no
matter how much distinguished European historians are unaware of this) both the “bodily” Lucian Freud and Yannis
Tsarouchis, and both Eduardo Arroyo and that geometer of tenderness, Yannis Moralis. Only in the Greek case there
was no Greenberg to claim the “excellence” and “greatness” — or at least the adequacy and relevance — of the domestic
art on offer.

Resident of London, 1973-1985

His period in London is perhaps one of the most vivid in the career of Katzourakis. It is this period in which all follow-
ing periods germinated and which saw the consolidation of the artist’s intimate feeling for a theatrical-dream sense of
things, for the history that is missing from the everyday, or for banality and the opposite; for the “horror” of the large
plastic forms of the past which is placated only by the sacrifice of the present.

Here | must say that the (limited) tradition of modern Greek painting is haunted by a deep complex, an “absence of
the father,” to speak in psychoanalytical terms. This is because when the European tradition of forms forcibly entered

11.  Manos Stefanidis, ludAivo Mdu. Keiueva yia tov noAmioud kai tnv aiodntikn s évSeias, Iris-Filippotis Editions, 2006, “H aioBnuknh tou
aviepou,” pp. 24-25.

12. Nikos Hatzinikolaou, “An Intrusion of History: Notes on the Paintings of Kyriakos Katzourakis,” text for the catalogue of the
Katzourakis exhibition, Nottingham, Arts Council, 1982.



our closed culture with the Bavarian rulers of the new Greek state, an obligatory “modernization” took place, and since
then, our great painters, from Gyzis to Parthenis and from Papaloukas to Spyropoulos, Tsarouchis or Moralis, have in-
tuitively sought that lost centre, atavistically reproducing the missing periods of European imagery — the Renaissance
and Baroque — in their work. This is particularly evident in the work of Moralis, which was also reflected in his teaching
at ASFA. The fact, therefore, that post-war, dozens of artists with diverse aesthetic preoccupations “returned” to the
great works of European tradition, painting tributes to (hommage a) Veldzquez, El Greco, Caravaggio, Poussin, Delac-
roix, Manet, Renoir, Monet, Matisse, Magritte, Picasso, De Chirico, Bacon, Yves Klein, Beuys and so on, is completely
justified.” If Kontoglou and the Thirties Generation sought to reclaim a Greek timelessness with modernist terms, their
heirs wanted nothing more and nothing less than their European heritage, that is to say, the “Old Continent’s” golden
age of painting. | think this is where the distinctiveness of Katzourakis’'s London period also fits. On the one hand, we
have the National Gallery and its constant surprise at paintings bearing the stamp of brilliant mastery and the verdict
of history, and on the other, the emergence of a postmodern style through the fringes of modernity, which legitimized
modern intermarriages, counterbalances, superpositioning, visual trappings and anarchic connotations. For Katzourakis,
however, resorting to History, and especially the history of art, was a kind of justification for a reality that seemed to be
dragging its feet.'* His painting flirts with the narcissistic “folkloric” and an obsession with narrative and representation
that is the “cancer” of Greek painting, but it is never really infected by it. On the contrary, his most ambitious composi-
tions remain “pending” as far as their interpretation and classification is concerned; the greater their justification, the
greater the bewilderment of the public that scrutinized them. Thirty years later they maintain their initial mystery and
charm intact — and this is a great achievement.

How the end of the world is painted

In the beginning was the space. A room, usually the studio, which is transformed into a stage set in order to receive
Las Meninas or the Horatii as they take their oath. Then the space opens up through a travelling shot and brings forth a
new dramatic horizon or a purulent night. Or else rooms and more rooms and corridors like stage wings or interiors by
Vermeer, to guard the shades of the dead or those left behind to anguish. But what are all these heroes doing in this
confined setting, at the front of a coffee-house dimly lit by a carbide lamp, with a naked girl exposed to the eyes of
drunken denizens, soldiers and Theodoros Kolokotronis proudly bearing both his helmet and his skull? In the mythology
of Katzourakis you might see the juxtaposition of resistance fighters, dusty heroes and shadowy workers with comfort-
able, white-collar bourgeois, or the heroic themes of great paintings with the mundane of everyday life, a boat rowing
on the road captured in song by Woody Guthrie/Homer, (always) a girl, and Himeros, son of Aphrodite, illuminating the

13.  Manos Stefanidis, EAdnvopouosiov, vol. 8, published by Eleftheros Typos newspaper, 2008, p. 14 ff.
14. Eleni Vakalo, H @uaioyvwyia tns petanofeuikns téxvns otnv EAAdSa. Metd tv apaipeon, vol. 4, Kedros Publishers, Athens 1985,
pp. 123-124.

47



48

composition and giving meaning to the contrasting and divergent images. Katzourakis is an erotic painter because he is
a political artist. He is always mindful of epic and emotion, desire and debt.

The careful observer will notice that from the period of the New Realists to Templo, Katzourakis was experimenting
with polyptychs, or rather, composite multi-form images, a kind of altarpiece (predella, retable) of an iconostasis with
an intermittent narrative as one sees on metopes. A typical example is the diptych Double story (1969-1970) with images
set onto the canvas, facsimiles of photographs or notes and the shadow of the artist, as spaces within the space. Tem-
plo, comprising four panels with two (more or less full-length) figures in each, and four smaller portraits reminiscent a la
Fayum, was exhibited in England in 1978. A work organized in a similar manner is a single canvas from 1992-93 entitled
Story, 200 x 300 cm. in size, which develops its erotic nocturnal theme in 24 square frames of the same size. | recently
saw the exhibition Kunst in Berlin 1880-1980 at the Neue Nationalgalerie and the Berlinische Galerie. The tortured bodies
of Ludwig Meidner and Felix Nussbaum, and even more so, the despair of Karl Hofer’s prisoners,'*> reminded me strongly
of similar tortured figures by Katzourakis, in works from Templo to the exhibition Vulnerable Body in 2010. We should
be suspicious about art that addresses-the emotions rather than intellect, which seeks more to move us than to alter
the view that we have of the world. The Renaissance system of perspective is as false in its verisimilitude as watching a
football game on TV and thinking that you have a three-dimensional overview of the space.

Eros, Death

If you eat progress, eat its skin and seeds as well.
Odysseus Elytis, Maria Nefeli

Shortly before the end of the 1980s, an event of global importance came to overturn political relationships and put an
end to the balance of terror that the Cold War had cultivated. The Berlin Wall, which fell literally overnight, divided not
only two cities and two countries, but two entire worlds. The vision of “actual socialism” was buried beneath the wall,
while the graffiti that decorated it — exercises in painting and political protest — was sold to tourists as historic souvenirs.
In the same period, Greece was experiencing a reconciliation between the deeply and bitterly divided left and right,
which were enacting (so to speak) the title of Marcel Duchamp’s book L'opposition et cases conjuguées sont réconciliées
[Opposition and Sister Squares are Reconciled] — although this was actually about his beloved chess. However, Ingenieur
du temps perdu — a book of Pierre Cabanne’s interviews with Duchamp (published in English as Dialogues With Marcel
Duchamp) and Aiuvaia O6Uooeia [Lagoon Odyssey] by Yannis Kounellis, published in the 1990s (Greek editions by Agra
Publications) revived the modernist “problematic” — its attack on “retinal painting” and its demand that art and intellect
“dine atthe same'table.” In any case, politico-social conditions favoured, and indeed prescribed such a stance. The open
borders due to the European Union and the collapse of the Eastern Bloc created modern nomads who, either as economic
migrants or as participants in mass tourism, had a radical effect on the make-up of the population, ethnic homogeneity

15. Berlin Stadtgalerie, 2012.



and cultural osmosis. On the other hand, the nomads of the digital desert faced the proliferation of the Internet initially
as a terra incognita until they took ownership of it as terra nostra. So as globalization became an indisputable reality there
was an upsurge of nationalist trends (such as the Macedonia Issue in Greece) and secessionist movements (for example,
the dismemberment of Yugoslavia), and a resurgence of religious feeling (a point in case being Islamic fundamentalism).
The phenomenon of terrorism, culminating in the collapse of the Twin Towers, was interpreted by some as an inevitable
clash of cultures,® with the new world order trying to convince us that the global enemy is no longer the evil communists
but fanatical Muslims.

If however, the US proclaims (through Fukuyama) the “end of history,” Europe — at least its artistic orders — insists
that everything that springs from the human presence is inevitably recorded on the body of art. The Venice Biennale, for
example, remains a barometer of artistic pursuits through which international art is filtered and summed up. Its plural-
ism and perplexity are mirrored there. However, where is painting heading to today? How necessary can it be amongst a
barrage of electronic images and mass visual information? By what ideological, historical, and aesthetic codes can it be
supported to justify its presence, to intervene and exist as an autonomous image-making mechanism and to restore again
a positive and fruitful relationship with the receiver-viewer? Today that the individual properties and specific characters
of traditional painting have spilled over to its rightful (or otherwise) descendants — cinema, video art, the television im-
age — what factors would enable it to exist unchanged and intact? To remain topical and meaningful? | would say that
today there is not a home anywhere on the planet that does not contain at least one “painting,” so to speak: a television
screen, the modern mechanism for the production of myth-making symbols and hero-making images. Previously this
role was held exclusively by painting. Painting had the power to give form to God, a face to the ruler, to describe with
authority the invisible forces of the beyond.

For Katzourakis, the act of painting is always ideologized. He must engage the indigenous school with the wider Euro-
pean tradition, and creatively deliver it to the broader world of the image. There are few occasions in the history of Greek
art that we have had an artist with such strong consciousness of history. At the same time, the painter struggles with his
fears and Furies and lets himself go in the soothing influence of free association. As Adrian Stokes wrote: “Freud found
that art provided some catharsis to repressed sexual wishes in the manner of the dream... Perhaps, as a therapy, painting
is the simplest of aesthetic activities; perhaps for that reason the artist has come to signify the painter foremost.” 7

In the 1981 tetraptych Bathers I, Masaccio, Cézanne and Bacon are conveyed to us, not as an anarchist collage but as
a narrative with a strong internal coherence. Since these legendary painters are the artist’s best-loved, it could not be
otherwise. The same applies to Bathers Il (collection of Nikos Hatzinikolaou). The figures belong to an indigenous genre
but their semantic lineage goes much farther. Finally, the way the figures themselves — such as the “glass man” or the
“blond resistance fighter” — travel from one painting to another, as if they do not want the story to end, is charming; it
is like a writer’s beloved hero, whom we meet in many of his or her books, defending his existence, with a wink in our
direction. It is reminiscent of how the bourgeois couple comes and goes in the painting Las Meninas.

16. Cf. Samuel P. Huntington, The Clash of Civilizations and the Remaking of World Order, Simon & Schuster, New York 1996.
17. Adrian Stokes, The Invitation in Art with a preface by Richard Wollheim, Tavistock Publications, London 1965, p. 55.
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Two worlds, two eras, two aesthetics and two stories are constantly juxtaposed in the compositions of Katzourakis. In
this.way, the most important considerations for an ontology of our national art are “imperceptibly” put forward:

a) The art of the Renaissance and Baroque and the “lack” of such an expression in Greece. It is as if the artist intuitively
wants to fill in the gaps, to correct the “injustices” of history, and to see artistic justice done.

b) The difference between the dominant means of cultural production and the passive peripheries. Who ultimately
writes History? The most talented or the mightiest? How is History written? Perhaps always from the perspective of the
(cultural) winners.

¢) Lastly, there are marginal works where these two worlds do not communicate and where the artist projects his own
period or his traumatic experiences onto the charmed, ideal “background” of the masterpieces of European painting
(for example, in the 1977 diptych Homer, where the blind poet is the blues and country music artist Woody Guthrie and
Troy of the seven gates is depicted as a boat stuck on land, while the young bride alludes to a timeless Iphigenia).

The artist’s self-portrait as “Aghios Karaiskakis” (October 1975) fits into this same context. It is still the era of youth-
ful excesses (the heroism of youth), political battles (the heroism of ideology) and of exquisite emotions (the heroism of
desire). The vibrant body is our weapon to conquer the world, and at the same time, the spoils of happiness. The same
body, gaunt and defeated, becomes the raft of the Medusa, the repellent symbolism of Géricault: namely that flesh is
nourished only by flesh and that there is nothing more cannibalistic than desire and need. Here Katzourakis takes a step
forward and the concerns of 2000 are bridged with the reflections of the 1980s. The obviously political steps back in
order for the existential to emerge from the depths of memory.

“I'm still trying to understand the mechanism of memory,” says the artist. His language is becoming more and more
associative. It functions within painting sequences (cf. Nocturno with its 24 frames from the collection of the Panteion
University), and even the inverted epic style of compositions such as Omonoia from 1987, a nocturnal descent, essentially,
to an underworld of the living dead, the marginalized, and the immigrants to come. The broken lance of a Raphaelesque
Saint George discourses with the atmosphere of Picasso’s youthful works. Of interest is the theme of the glass sheet — a
transparent, reflective surface interposed between two layers to separate here from there and the protagonist from the
other figures in the narrative.

In his latest compositions Katzourakis is almost exclusively preoccupied with the issue of the Third World which seeks to pen-
etrate the enclosed paradise — guarded on all sides — of the West, in any possible way. This concern goes hand-in-hand with
his criticism of the world of entertainment and of the mechanisms which steadily and methodically embellish a dreary reality
because such “naturalism” runs counter to the organized happiness of “lifestyle.” This is the case, for example, with 50 portraits
of young women from behind the former curtain, brought to Greece for modern-day slave-trafficking.'®

Over the last twenty years Kyriakos Katzourakis has been engaging with his concerns along two parallel paths: firstly,
through the creation of large multi-panelled compositions which unfold into three dimensions, a kind of “holistic paint-
ing” or “spatial painting” such as Templo I, Portrait (1997) or Sacred Way (1999), and later a combination of static and
moving images such as, for example, the film The Way to the West (2005) or the video installation A while ago (2010).

18. Kyriakos Katzourakis, O Apdpos npos tn Auon, Metaichmio Editions, Athens 2001.



In these compositions, the artist space is expanded, while an innovative feature is the direct intrusion of time. This
intrusion is accomplished both technically and through the use of form. In Templo II, a large construction 11 m. high,
resembling a modern political iconostasis, a real space is created within the space and a kind of “stage design” of our
history from the civil war to the present. Saints of the resistance, heroes of non-conformity, and anti-heroes of everyday
life are intertwined with everyday stories where violence, torture or death alternate with tenderness and love. On equal
footing, the sacred rids itself of the metaphysical and becomes human once more. The blood of people has been so avidly
wasted, we would say, that the blood of only one God is not enough to save them. It has been 2,000 years now. Angelos
Elefantis and Katia Gerou are depicted full-length, one on either side, like archangels beside a beautiful gate. The entire
composition automatically acquires an utterly personal character. Katzourakis paints what he loves, from Tsarouchis to
Mayakovsky, and his companions in love; from the darkness of ubiquitous violence to the open glade of the soul.

And here is a highly distinctive detail: The thirteenth face of the Dodecaorton (Christianity’s twelve “great feasts”) in
Templo I, with the name EIPHNH XAIMANOIAQY [EIRINI CHAIMANOGLOU] etched above, wearing broken glasses, scream-
ing and bleeding, is reminiscent of the woman with glasses and an injured eye seen in close-up in Battleship Potemkin
(1925). This is an image that also haunted Bacon, and was published in the Tate Gallery’s Bacon catalogue in 1985 and
cited by Dawn Ades in her article “Web of Images,” along with the painting Head /il from 1949.'® A — much-annotated —
copy of the catalogue can be found in Kyriakos's studio. The video A while ago, constructed by him and his collaborator
Babis Venetopoulos, is similarly self-confessional: memories of the artist’s military service, in a dialogue with a group of
semi-naked men (prisoners, anywhere on the planet). It constitutes a unique project, as painting and the language of
film meld beautifully together to convey the human in the shadowy light of history.

Instead of an epilogue
Images, words, and prattling obsessions — our heritage and our future...
M. S.

Today the melancholy of disappointment abounds, as the arts are relegated to the fringes of both cultural and social life.
The art championed by Katzourakis can and should serve as a form of resistance to an emerging alienation, a uniformity
imposed from above. To the happiness of boredom in other words... Much else converges in the ferment of modern art whose
chief figures are massive. Even so, an underlying and growing tendency is the presentation of the work of art as a fact made out of
facts (materials), rather than as a fact that also variously records matters other than an architectural use of material ° " Psychic
reality” as Stokes goes on to say.

In other words, the art which we are defending wishes to exist within history, when history — setting aside communi-
cational pyrotechnics and pyrotechnics “experts” — starts fulfilling its function.

19. Dawn Ades and Andrew Forge, Francis Bacon, exhibition catalogue, Tate Gallery, London 1985, p. 15.
20. Adrian Stokes, The Invitation in Art with a preface by Richard Wollheim, Tavistock Publications, London 1965, p. 47.
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One last thought: truly great painting, the expansive power of the image, can lie dormant, mysterious and silent within a
painting or a verse. See (do not read) for example, how the words of the following verse create spaces, and how resonance
is transformed into a pair of complementary colours: Bdpkes npnveis uéoa ota npiva [boats lie prone in the brambles].'
Volanakis, Altamouras and Pantazis all gave us compositions with overturned boats on the shore, rooted amongst plants
that descend as far as the waves and the footprints of fishermen in the sand.

Images, words, and prattling obsessions — our heritage and our future...

The English poet Percy Bysshe Shelley wrote that artists reveal less their own spirit and more the spirit of the age (A
Defense of Poetry, 1821). This is correct except that at the same time, when the forms of art that are produced are par-
ticularly meaningful and ideologically powerful — when they have “significant form” — it is mainly these that form the
spirit of the age.

Speaking of Greek painting we see grosso modo a spirit of consensus towards the dominant forms produced by the
major artistic centres, and the prevailing attitudes expressed by the respective centres of power. Thus it was often cre-
ated as a way of expressing escape from whatever external factor proved bothersome, or from introspection (which
typically meant the same thing).

From the early 19th century, culminating in the first decade of independence, German, Italian, and French painters
came to this extremity of the Balkans to reveal the glorious past through a pitiful present. But whether it is modern or
classical Greece in question, the romantic gaze of European artists sees more a “historical theatre” than a reality. The
“heroicness” of individuals and areas is probably linked more to the mythology which the West early on connected with
Greece rather than with history.

What is beautiful, on the other hand, was and is revolutionary! Contemporary art, or rather the dominant mechanism
for the promotion of images, requires a memory for names. Exclusively. You see, neither prevailing concepts nor prevail-
ing tendencies are “players,” only celebrated “names.” This is because the Leviathan of visual marketing and the market
constantly spews new names onto the scene with the question mark of the ephemeral “star,” so that the carousel can
keep turning. Thousands of “names” are huddled up on the threshold from the 20th century to the 21st, claiming a place
in history. However, linear history is decidedly the past — just as the theory of a single universe is also past history — and
in its place have emerged a number of independent stories that are embedded in local particularities but also watered
by the great spring of modernism. In other words, that revolutionary movement that promoted a system of art in place
of religion and which sought the rewriting of history on its own terms.

Manos Stefanidis

21. Odysseas Elytis, O kfinos pe us autandrtes, Epsilon Editions, Athens 1995, p. 22.
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H avaykaiétnta tns Téxvns

To paupo gpgavietal ouxvd oto €pyo tou Kupidkou Katdoupdkn. «Eivai» déel o i6ios «éva noAu eAAnvikG xpwpua. Madpo
YO TS XQUEVES EUKAIPIES, TS Xapéves eANibes, us xapéves {wés. MevwnBnke otnv ABAva 10 1944 kai ol NPWTES avapvAGCEIS TOU
beixvouv pia olykpouon, pia nnyn évtaons, nou e§akolouBei va onuatodotel éva peydno uépos s {wypa@IKAs Tou- HE
pia ppdon — nupoPofiopoi otous SpduouUs ns Guop@Ens NGANS. Ztnv nepintwaon auth dev htav o Epgunios NOAEU0s nou
aAna&e v dyn s ABrvas nou Bpnvel o Katloupdkns. Ekeivol nou enevéPnoav apydtepa tnv didagav oxedoév népav s
avayvdplions. MpoRdaAflovtal oto puaid tou kKaAAIEXvN cav Tous EUNdPOoUs Kal Tous KEPSOOKOMOUS ToU KOGHOU TS TEXVNS
nou eyypagovtai oe Hepikd and ta €pya tou, oav eicfofeis o dvelpo, oav undpéeis Bavatngopes e to Sikd Tous TPodno, oav
Unoufa onfiopévol. Autd dev oupBaivel enelidhn niotelel nws pia nd6An dev npénel va anAdadel, n engidn ol enixelpnuaties dev
éxouv Adyo Unap&ns otov kGopo s Téxvns, afid eneidbn ol napdyovies wwv afiaydv kai o1 éuropol Seixvouv 1ao cuxva
adidpopol anévavu oto yeyovéds 6t natolv ndvw os dvelpa. H Soudeid tou Katloupdkn pnopsi va 16wOei ev pépel oav pia
€upaon autis s avaioBnoias kal cuyxpdvws oav éva PavipESTO Yia UIa pavtaouki KAtoxA s npayuaukotntas. Mépav tou
ou eival évas noAiukonoinuévos kannitéxvns, évas oupaviotis, givar enfons évas kanditéxvns nou unootnpilel Kal ENPEVE
otnv avaykaldtnta ts Téxvns. Kal pia tétola avaykaidétnta, katd tov idio, dev Ba eixe kavéva vonpa av pifolos Kaveis yia
«TOV KOOPO Tns tExvns», Siaxwpifovtas tnv xvn and t {wh.

Kdu nou kdvel aképa nio eviunwoiakn t doudeld tou eival to 6t kpatd pia otdon, 6xi auti Tou €PNUITtN NMou €xel
anoctacionoinBei ané tous cUyxpovous tou, afid kadnolou nou yvwpilel dia {dans t pon kai s &ives tns oUyxpovns {wis,
xwpfs va eBeAotu@Ael otnv andyvwaon, xwpfs va kAgivel T autd ous POuRes, otous nupofofiopols Kai ous kpauyés. Autd
efval kdu nou npénel va AapBdvetal un’ dyn 6tav Sianpaydateuduacte €pya PEPIKE €K TwV Onoiwyv, ENIPAvEIaKd ws NPos
T0 UPOS Kal To neplexopevo, evoéxetal va divouv tnv evidnwan 6u gival otpappéva npos 1o napelbdv, kal CUYKeKPIUéva
npos 1o Pdabos kal tn peuotdTNTa Nou avunpoownelstal and ta épya tou Poussin, tou Vermeer, tou Veldzquez. MoAdof
eival ekeivol nou €ypayav yia th ouyyévela twv diabéoewv tou Vermeer kal tou Veldzquez, yia éva €idos avthxnons ts
npaypaukowntas, e pia aicbnon onpaivépevou. Avagopikd Je tov Poussin undpxel enions pia Odpnon, auth ts npepias
Kal s té&ns. Kavévas tous dev €xel NoOIGTNTES Ol orofes uropouv P’ évav tpono va kataoxeBouv. O Katoupdkns 6pIoe ta
npwta 6g1Ad tou Prpata éxi npos pia katetBuvon avuypanhis, adid nepnyp&cpovws JE pia npdEn —popo upns— péow pias
npoondBeias Katavonoins Tous, JE tv nenoibnon ou npdkeital ouciactkd yia olyxpovous {wypd@ous. Auth n aioBnon
yewnBnke pe tn SUvapn s anokdAuyns, étav eniokéPOnKe yia npdtn gopd tn National Gallery apéows petd tnv agiEh
tou otnv Ayyiia. Metétpeye autd nou oe Siapopetkn nepintwon Ba Atav éva aioBnua anednioias —Nou n eniokeyn tou
exefvn atn National Gallery, 6nws kai ol endpeves, €teivav va Npokanéoouv—, T0 EpMTNHA TS PHaATtaidtnTas s {WypaQIkns
petd ané 6Aous autoUs. Bedpnoe NoAU Aiyes us nepintdoels {wypdewyv otnv Tate Gallery —pe e€aipeon tov Bacon— nou
épxovtav o€ avunapdBeon pe pia tétoia évvoia. H National Gallery tou anokdiuye pia nnyn-tpo®o, évav téno EUnveuons
oy @xvn, nou eganeipel 1o Xpdvo Kail olyoyiBupilel puotkés evOappuvukés NEEEIS oe GNoIov EPXETAl AVUUETWOS UE
n dokipaoia ths ouveidnons péoa otn alyxuon tns odyxpovns téxvns. H 10xUs Kar n guon tns eviinwons autdyv twy
eniokéewv dev pnopei va 1I6whel xwpis pia evbdpuxn npdBeon s Siadpouns nou tov tagidewe oto Aovdivo, €tol Mote
va aioBavBei v kanfitexvikh tou evépyela avaldwnupwpévn, €xovias cuvapa tnv aicbnon pias enitaktkns avaykns
Siatinwons véwv 16edv.

Katd tov Epgunio, nepinou 80.000 EAANves éxacav t {wh tous. O hxos twv nupofoniopdy, n ducoiwvn koudouviotpa



TV Naidikdy xpévwv tou Katfoupdkn enavnxoUce otn otoixelwpévn entagtia ts Xouvtas. OI'EARNves éxouv tooa nou npénel
va &exdoouv... Ola autd apBpdvouy évav avandpeukto poévio otn doufeld tou Katloupdkn.

To 1950, petd 1o BAvato s pntépas tou el Pe Tous Yovels ts €ws kal to 1963. Eival téte nou Eexkivnoe pévos tou va oxedialel
— panéa, kapékies, acknoels npoonukns. HpBe oav évas npoownikés, €pnvikes Kkatavaykaopds n avayvwon Siapdpwyv
BiBAiwv 6nws ta Mpdupata tou Van Gogh- avagopés o€ pia Babid niotn otnv @xvn, pia éveiEn olyoupids Ki uriotoolvns
o' éva pelpa nou odnysi tnvYnapé&n ato Aipdvi... 6fa éuolalav va ayyifouv eubéws kanoles pUxies Xxopdés tou. H téxvn dev
naphyaye éva acpanés 1epd katd s BAfyns, affid dnAwve v mBavétnta tns dnpioupyias evos nepiBanfovios oto onoio
Unnpxe xmpos va el kavels kal v’ avanvéel kal oto onoio o névos Ba propouloe nio eUkoa va yevvnBel.

O1 ecwotpePeis tdoels perpialoviav and v auavépevn nodiukn enfyvwaon nou NPBe ws avantugn katd t Sidpkeia twv
onoudv tou otnv Avdtatn Ixofn Kaidv Texvdv s ABivas —tn yovadikn tdte oxofn wxvns otnv EARGSa—, otnv onofa
€10nx6n to 1963, oe pia enoxn nou o noAiukds avaBpacuds ofloéva kal au§avétav otous poltntikoUs KUkAouUs ts Eupdnns.
Anogoitnoe to 1968, évav xpdvo petd v Evapén tns diktatopias. O pdAos pias Ixonis Téxvns otnv eAlnvikn naideia sivai
eaipeukd onpavukods agevos Adyw tns povonwaiakhs tns B€ans, apetépou AdYw Twv NEPIOPICHEVWY SUVATOTATWY NS
EARGSas va ginogevinoel £pya tou 2000 aidva, akéua kal nAnbos épywv alfwy enoxdv, népav tns apxaias noAItoukns tns
kAnpovopids. O1 nepiocdtepol porntés eixav tn duvatdtnta va douv kau and i Souneld twv ev EARAGSI nyeukdv KaAAITEXVIKDV
QualoyvwIY dnws tou Toapouxn, Tou BedpIAou, Tou Kdvioyiou kai tou Ikika (kal o1 éooepis eEetébnoav oto Wilden-
stein tou Aovbivou to 1975, katd tn Sidpkeia 1ou «Greek Month» nou opydvwoe 1o ICA), adAd yia pia eupUtepn dnoywn
Ba énpene va Baoifovtal og peydno Babud oe avanapaywyés Bifiwv kar neplodikdy. MNa napddeiyua, v npdmn gopd
nou o Kat{oupdkns €ibe ané kovid €pya tou El Greco kal tou Rubens fAtav petd v gloaywyn tou otn oxodn, étav Pépos
s oudfoyns tou Zraupou Nidpxou ekubdtav otnv ABnva. Méoa and us ondvies autés euneipies, aAld kupiws péoa anod
™ SikN Tou Npoownikn avéyvwon, o Katoupdkns avéntu€e éva BAEupa anévavu otnv xvn rou Tov €KaVe va avapwuétal
aképa NePICCATEPO Yyia v aioBnon twv agidv s Koivwvias nou tov nepiéBanie. O1 puaoikés petafonés otnv ABhAva htav
afloBphvnies: teixn uymvovtay, evd ol dvBpwnol poPouipevol 6o kal nepiocdtepo tov NANBwpicud ws enakdéioubo s
Katoxns enévduav ta xpnpatd tous oe akivnta. Epolale otov Katoupdkn rnws 6tav enévuav ta XpAPATd Tous otny éxvn
ayopadlav «kitsch», kédu nou eniBeBaiwve to piRvupa tns noAimouknis e€abiwons. AAAo éva otoixeio ato onoio n 8ikn tou
TéXvn €npene va avutaxBeli.

Y1éOnke noAy tuxepds €xovtas yia 6aokand tou otn oxofn tov Navvn Mdépann, tou onoiou n SouAeld tnv enoxh ekeivn
akoflouBoUoe pia petdfaon and to peafioud otnv agaipeon. Agv hitav évas kaAAitéxvns nou xpeialétav tv KoAakeia s
pipnons ané tous pabntés tou. O Kat{oupdkns evBappuvOnke va avantiel tn Sikh tou, npoowrikh KAAAIEXVIKA Tautdtnta
Kal napakivhenke npos pia kaid dopnpévn peafiouki {wypa@ikih Baciopévn O TEKUNPIWHEVES MNYES.

Ovtas aképa gortnths, npaypatonoinoe pia ékBeon nou eviunwoiaoe og BAB0s KprukouUs kai kové. To 1970, pe €ooepIs
¢iflous andé t oxofn nou poipddovtav v Koivi nenofBnon 6u n ©xvn oPeifel va CUPPETEXEl ota npoBAnpata tou KGoHOU,
idpuoav v opdda «Néoi EAfinves Peafiotés». To 1972 ta névte péfn s opddas htav oe B€on va npoxwpnoouv o épaud
tous, 6tav tous 66Onke xdpos and to Ilvoutolto Goethe ABnvdv. e 6Ao autd 1o Sidotnua o Katloupdkns naphyaye
evllagépovia anoteféopata, anoonacHaTKeEs EIKOVES anod TEKUNPIWUEVES MNYES Kal NdAl, auth t popd cav frame and taivies
YUpIOpEéves oto Sp6po, e 6N v évtacn Twv YEYOVOTwY Mou Kataypdpouv.
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To Novdivo bivel otov Katdoupdkn pia aioBnon avavéwaons ki efeuBepias kal péoa and us oxonés St. Martin’s kar Croy-
don School of Arts, tnv nofluavapevdpevn gukaipia va cuvexioel ts onoudés tou. H emippon nou €xel Endvw Tou N QUOIKN
ToU gnagn pe ta €pya s National Gallery éxel ndn enionuavBsi. Xiyoupa n nepiodos ts Ayyfias, pia nepiodos otnv onoia
evieivetal 6o kal nepIoodtePo to aioBnua anopdvwaons, Adyw tou &vou nofrtopou kai s EEvns yAmaoaoas, napdayel yi* autdv
dia véa npoonukn, 1000 o€ Npoownikd eninedo, 6oo kal and tnv dnoyn s npdéoeaws eAdnvikns iotopias, aiid kai og 6,u
apopd 1o pofo s wxvns ws noAitkn NAapdpPaA Kal tn ox€on s HE Ty xvn tou XBes kai tou onpepa. MNMoAnd otoixeia
petafdaniovtal npokelpévou va petouciwBolyv tefikd ota duvatd onpeia ts {wypa®ikns tou Katoupdkn twv UoTEPWV
xpévwv. Aev aioBdvetal nia tn 6éopeuon va Eekabapilel katd kuplone€ia ta npdyparta. MAgov ta enipépous otoixeia evés
€pyou ondvia eEunnpetolyv évav aplyds eopuanioukd okond. As ndpoupe ws napddelypa to Bao oe xpwua pnie kopadtiou
nou tonoBetel oto NPWTo eNinedo evds ek Twv PEPV evés Npdopatou tpintixou, dinfa og éva noptpéto tou Francis Bacon
oto e§meunio evds and tous kataddyous tou. H avunapdBeon autdv twv otoixeiwv napanéunel oy ékBeon tou Bacon
oto Mapiol to 1977, étav o Kawoupdkns avakdiuye oto BifAio twv eniokentdv ypappéva ta eghs: «EpEls, o1 enevOutés cou
nepipévoupe va nebavels- ede pnie kofdanuo». Autd ta eapuakepd cuvaioBnpata enifeBaiwvav us nio NECIPICUKES TOU
oKEYeIs yia Tov KOopo tns xvns. Efval peydins onpacias to yeyovos nws n xvn tou aykadiddel t€tolou tinou Kataotdoels.
Ev ténel 6ev @alvetal Kapd necIPICUKA xpold otn doudeld tou. H doun, n aiocbnon tou xdpou —pia aioBnon, Ba Aéyape,
IEPONOINGCNAS TOU— EUMEPIEXEI AUTO Mnou eival ouciactkd éva eAmdo@opo pivuua, peppévo and évav ayyeniopodpo Nou NEPAcE
and dpdpo tpaxy, KatapEpvel, wotdoo, va to apbpvel Pe uyAwTta.

Tav Méis
NoépuBpios 1981



The necessity of Art

Black occurs frequently in the recent work of Kyriakos Katzourakis. “It is”, he says, “a very Greek colour. Black for lost
opportunities, lost hopes, lost lives.” He was born in Athens in 1944 and his first memories indicate a conflict, a source
of tension, that still marks much of his painting; in a phrase — gunfire in the streets of a beautiful city. In the event it
was not the civil war that wrought the physical changes he laments in Athens. Developers have changed it practically
beyond recognition. They figure in his mind rather like the dealers and speculators of the art world who loom in some
of his paintings, as intruders upon the dream, as lethal in their way as those who stalk with the gun. This is not because
he believes a city should not change, or that entrepreneurs should not exist in the art world but because the agents of
change and the dealers so often show no awareness of the fact that they tread on dreams. His work may be seen in
part as an objection to this insensitivity and at the same time as a manifesto for the imaginative possession of reality.
More than he is a political artist, or a humanist, he is an artist arguing for, insisting upon, the necessity of art; and were
such a necessity recognized it would, he believes, make nonsense of a term like “art world” with its implication of the
separation of “art” and “life.”

What makes his work the more impressive is that he holds such a position not as a recluse who has turned away from
his contemporaries but as someone aware of the flux and vortices of modern life, not blind to the desperate, not deaf
to the bomb, the gunshot and the scream. This is something to consider when contemplating work some of which,
superficial in style and content, may appear to be looking towards the past, in particular towards that deep and liquid
pool represented by the work of Poussin, of Vermeer and Veldzquez. More than one writer has remarked the similarity
of mood in Vermeer and Veldzquez, a kind of reality reverberant with a sense of significance; with Poussin too there is
a communion of calm and order. None of these artists has qualities that can be roughly seized. Katzourakis has termed
his first, tentative steps towards them not copying but describing, an act of homage through an effort to understand,
prompted by a conviction that they are in an essential sense modern painters. This feeling was implanted with the force
of revelation when he first visited the National Gallery immediately after his arrival in England nine years ago. It modified
what might otherwise have been a feeling of despair that this and subsequent visits to the National tended to induce,
that nothing remained to be said in painting. He found very little in the Tate Gallery —a noteworthy exception being
the work of Francis Bacon— to contradict such a notion. In the National Gallery he discovered a source of sustenance
and inspiration in art which obliterated time and whispered courage to anyone facing the ordeal of consciousness in
the confusion of the modern world, a confusion which he felt was reflected in much current art. The strength and the
nature of the impression which these visits made upon him cannot be appreciated without some knowledge of the route
that had brought him to London, to a point where he felt his artistic energy rekindled and the imperative of new ideas
demanding formulation.

In the civil war of 1946-1949 some 80,000 Greeks died. The sound of gunfire, the ominous rattle of Katzourakis’ infancy,
has re-echoed down the post-war years and through the repressive regime of the Colonels: Greeks have much to forget.
It is a background that has inevitably been reflected in Katzourakis’s work. In 1950, following his mother’s death, he went
to live with her parents and stayed with them until 1963. There, he taught himself to draw — chairs, tables, studies in
perspective. It became a compulsion strengthened by reading such books as Van Gogh'’s Letters; statements like “1 have
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a sure faith in art, a sure confidence that it is a powerful stream, which bears a man to harbour...” seemed addressed
directly to him. Art had not provided a sanctuary entirely secure against the intrusion of grief but it had indicated the
possibility of creating an environment in which there was room to live and breathe, and in which pain might more easily
be born.

The introspective tendencies were tempered by a growing political awareness and this was to develop during his period
at the Athens School of Art — the only Art School in Greece than, which he enters in 1963 in a time when political
foment among students across Europe was increasing. He was there until 1968, the year after the Colonels’ coup. The
role of the School of Art in the Greek cultural life is particularly important, partly because of its monopoly position, and
partly because of the restricted opportunities which Greece affords to see 20th century art, or indeed much of any art
after that of its ancient civilization. Most students would have seen something of the work of leading Greek painters of
this century, such as Tsarouchis, Theophilos, Kontoglou and Ghika (the four shown at Wildenstein in London in 1975
during the Greek Month organized by the ICA), but for a broader view would have had to rely largely on reproductions
in books and magazines. For example, the first time Katzourakis saw paintings by El Greco and Rubens was after he had
entered art school, when part of the collection of the shipowner Stavros Niarchos was exhibited in Athens. Through rare
experiences like this but mainly through his own reading Katzourakis developed a view of art that made him wonder
even more at the sense of values in the society around him. The physical changes in Athens were lamentable enough;
tall blocks were rising as people, scared by the inflation of the Occupation and post-war periods, put their money into
property. It seemed to Katzourakis that when they put money into art they bought kitsch, which confirmed the message
of cultural impoverishment. Here was another element to which his own art had to be opposed.

He was very fortunate in having as a tutor at the School of Art the painter Yannis Moralis, whose work at the time
was in transition from realism to abstraction. He was not an artist who needed the flattery of imitation by his pupils.
Katzourakis was encouraged to develop his own identity and he was moving towards a well-structured painterly realism
that drew on documentary sources.

While still a student, he had an exhibition which deeply impressed the critics and the public. In 1970, with four friends
from the School of Art who all felt they shared the belief that art should be involved in the problems of the world, he
founded a group called New Greek Realists.

In 1972 the five members of the group were able to go ahead with their plans and a venue was provided by the Goethe
Institute in Athens. Around this time Katzourakis had been producing interesting montage effects, fragmentary images,
again from documentary sources, but like frames of news film shot on the run, jostled by the events that were being
recorded.

London gave Katzourakis a sense of renewal and liberation, and through St. Martin’s and Croydon Schools of Art
the long-awaited opportunity to continue his studies. The impact of the paintings in the National Gallery has already
been noted. Certainly his period in England, a period begun in an isolation heightened by an alien culture and a foreign
language, has produced a new perspective, in personal terms, in terms of the role of art as a political platform and in
terms of the relationship between the art of the past and that of today. Many elements have been fused to produce
the strength of Katzourakis’s painting over the past few years. He no longer feels bound to spell things out too literally,



yet the individual components of a painting rarely serve a purely formal purpose. Take for example the jar of cobalt blue
which he has placed in the foreground of one of the wings in a recent triptych, next to a portrait of Francis Bacon on
the cover of a catalogue. The juxtaposition of these things harks back to the Bacon exhibition in Paris in 1977, when
Katzourakis discovered, written in the visitors’ book “We your investors are waiting for you to die, so eat cobalt blue.”
These poisonous sentiments seemed to justify his most pessimistic thoughts about the art world. It is important that his
painting embraces such things. Yet in the end there seems nothing pessimistic about his work. The structure, the sense
of space — a sense, one might say, of the sanctity of space — contain what is essentially a message of hope, brought by
a messenger along a hard road and expressed with eloquence.

lan Mayes
November 1981
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EykupoouUvn, akpufiké og kappd, 104x72 cm, 1974
Pregnancy, acrylic on canvas

Oixoyévera, akpufiké oe kappd, 104x234 cm, 1974
Family, acrylic on canvas




